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ADDITIONAL ACCOMPANIMENTS. 


A STUDY OF THE ART OF ACCOMPANIMENT IN 
17TH AND 18TH CENTURIES. 


By FR. NIECKS. 
(Continued from fp. 172.) 


THE first hints about how to accompany where only a 
thorough-bass with or without figures is given, we get 
from the early cultivators of the monodic style which 
arose towards the end of the 16th century. Giulio Caccini 
writes in the preface to his musical setting of L’Euridice 
(dated Dec. 20, 1600) as follows: “The harmony of the 
parts which are recited in the present Zuridice is reared 
on a basso continovato in which I have marked the most 
necessary fourths, sixths, sevenths, and major and minor 
thirds, leaving for the rest the proper placing of the 
middle parts to the judgment and art of the players, having 
tied sometimes the notes of the bass in order that in the 
passing of the many dissonances which are to be found 
there the note should not be struck again and the ear 
offended.” Like Caccini’s dasso continuo so also is Jacopo 
Peri’s, in his setting (1600) of the same dramatic poem, 
very sparsely figured, and never provided with more than 
one figure at a time. The composer, who mentions in the 
preface the instruments which took part in the perform- 
ance—Gravicembalo, Chitarrone, Lira grande, and Liuto 
grosso—unfortunately does not inform us how the ac- 
companiment was to be conditioned. We fare better in 
the preface by Alessandro Guidotti to Emilio del Cava- 
liere’s Rappresentazione di Anima e di Corpo, dated Sept. 
3, 1600; for there we read not only that “the little 
numbers placed above the instrumental thorough-bass 
signify the consonance and dissonance of such a number,” 
and that such and such instruments may be with advan- 
tage used now singly and now in various combinations, 
but we meet also with the following important sentence : 
“The instruments, in order that they may not be seen, 
should be played behind the curtains of the stage, and by 
persons who follow the singer without divisions [diminu- 
ztonz|and piano.” More explicit information is vouch- 
safed to the accompanist in the preface to Ludovico 
Viadana’s Cento concerti ecclesiastici a una, due, tre e 
guattro voci con tl basso continuo per sonar nell’ Organo 
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(1602). I premise that the thorough-bass of these con- 
| certos is not figured, only the major and minor thirds 
| being indicated by # and 7 ; and that the words Partitura 
and Intavolatura signify respectively thorough-bass and 
organ-score (z.¢., all the parts written out for the organ). 
I quote from the edition of 1609 (Frankfort), where the 
prefatory letterpress is in three languages—in Latin, 
[talian, and German. “It is the duty of the organist 
to play the Partitura simply, particularly with the left 
hand ; and if he wishes to make some movement [gua/che 
movimento| with the right hand, such as embellishing the 
cadences or some suitable division [ Jassagio a proposito), 
he has to play in such a manner as not to drown or con- 
fuse the singer by too much movement. The organist 
will be well advised if before the performance of a con- 
certo he peruses it, as in this way he will make himself 
familiar with the style of my invention and consequently 
will be better able to adapt his playing to the modulations 
of the voices! The organist must take care to execute the 
cadences in their places according to the position of the 
voices. It would have a bad effect if the organ ran 
counter to the progression of the voices, answering a 
soprano cadence with a tenor cadence and vice versa. In 
the beginning of a fugue. the organist should not touch 
more than one key at a time; when the other parts 
enter he will be free to add other notes. The author has 
abstained from making an Intavolatura for these con- 
certos not in order to save himself the trouble, but in 
order to render the playing of them more easy to organists ; 
it being a fact that all are not able to play the Intavola- 
tura at first sight [a//’ zmproviso], and the greater part of 
them will get on more easily with the Partitura ; never- 
theless organists may for themselves put together the said 
Intavolatura, which, to speak the truth, is much better 
[che @ dirne il vero parla molto megilio).” 

I shall pass by a number of later writers who have 
treated more fully the subject of thorough-bass—for in- 
stance, Agostino Agazzari with the dissertation De/ sonare 
sopra il Basso con tutti li strumenti e dell uso loro nel 
concerto, prefixed to the second book of his Harmonicé 
intronati : Sacrarum Cantionum quae binis, ternis quater- 
nisque Vocibus concinendae (Venice, 1609), and Galeazzo 
Sabbatini with his Regola facile e breve per suonare sopra 
\ 22 basso continuo nel? organo, monocordo, o altro simile 
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strumento (Venice, 1614); I say we will pass by these 
and other writers, and proceed to the age in which Bach 
(1685—1750) and Handel (1685—1759) grew up and 
flourished. 

Matthew Locke’s AZelothesia: or Certain General Rules 
for Playing upon a Continued-Bass, with a choice Collection 
of Lessons for the Harpsicord and Organ of all Sorts 
(London, 1673), probably the first English publication in 
which the subject is treated, need not detain us long. 
The introductory letterpress extends only to nine pages, 
and as regards thorough-bass is concerned with chords 
and a few rule-of-thumb hints bearing on the progression 
of the bass. The following quotation, however, may find 
a place here: “ Though the Rules for Playing on a Con- 
tinued Bass are here particularly applied to the Harpsi- 
cord and Organ, as being of more use; yet they equally 
fit the Theorbo, Arch-Lute, Harp, or any other Instru- 
ment capable of performing Duplicity of Parts ; and con- 
sequently prove of general advantage.” 

What is for our purpose of value in these old treatises 
on thorough-bass and accompaniment is not what forms 
the bulk of their contents—namely, what is said in them 
about chords—but the chapter or chapters dealing with 
the refinements of accompaniment. Unfortunately, the in- 
formation afforded on this most important part of the 
subject is, if not altogether absent, generally very meagre. 
Chapters X.and XI. of Francesco Gasparini’s L’Armonico 
pratico al Cembalo: Regole, osservaziont, ed avvertimenti 
per bene suonare il basso, ed accompagnare sopra il cem- 
balo, spinetta, ed organo (Venice, first edition, 1683, sixth 
1802)—the former treating, De/ diminutre, abbellire, o rifi- 
orire gli Accompagnamenti (of the dividing, embellishing, 
and ornamenting of the accompaniments) ; and the latter, 
Del diminutre, o rifiortre tl Fondamento (of the dividing or 
ornamenting of the bass)—do not amount to much, but are 
welcome in the dearth of information. The author confines 
himself to placing before his pupil examples, but only such 
as show the most frequent fassz. Now one cannot help 
wondering where and to what an extent these merry, 
florid, jigging passages of the right hand, to which the left 
hand supplied the harmony, were employed in the ac- 
companiments of those days. Gasparini, who is no 
believer in theory, merely warns the student not to confuse 
the singer with his forettz, his maniere di dar grazia all 
accompagnare. 

The Principes de ?accompagnement which J. H. d’Angle- 
bert places at the end of his first book of Préces de Clavecin 
(Paris, 1689) consist merely of a few remarks on intervals 
and chords, which, however, he thought sufficient “pour 
étre en état de se perfectionner de sot méme.” Another 
Frenchman of that time will detain us somewhat longer. 
Saint Lambert published in 1680 a Tyrazté de [ Accom- 
pagnement which I do not know, but in 1707 there ap- 
peared a second and probably enlarged and improved 
edition of the work which I do know. Here is the full 
title of it: Mouveau Traité de Laccompagnement du Cla- 
vecin, de Vorgue et autres instruments. Par Monsteur de 
Saint Lambert. We will at once turn our attention to 
the ninth chapter, Du Gott de [ Accompagnement, as the 
earlier are concerned only with chords. ‘“ When one ac- 
companies a single voice which sings some lively air [Azr 
de mouvement] in which there are several melodic imita- 
tions, in the style of the Italian airs, one may imitate on 
the c/avecin the subject and the fugues of the air, making 
the parts enter one after. another. But this demands a 
consummate science, and to succeed in this one must be 
du premier ordre.” The reader ought to take note of this 
remark, it is of the greatest importance—it is like a flash 
of lightning in a dark night which illuminates the scene 
for a moment and then leaves everything in utter ob- 





scurity, or at least in the dimmest and most uncertain of 
twilights. But here are a few more remarks of Saint 
Lambert'’s : ‘‘ The greatest taste one can manifest in the 
accompaniment is to know well how to conform one’s 
self to the character of the voices which one accompanies, 
and to that of the airs which are sung, entering even 
into the spirit of the words and not animating the accom- 
paniment when the song speaks of Feed/eness and of Lan- 
guor,and,on the contrary, not letting it drag when the actor 
becomes animated and gets into a passion, and speaks of 
Anger, of Vengeance, of Rage, of Fury. Lastly, the ac- 
companiment, being only intended to second the voice, 
must conform to it in everything.” ; 

But our curiosity about the mysteries of accompaniment 
is more likely to be satisfied in Germany than in England, 
Italy, and France ; and to that country we will now turn 
our attention. First let us look into honest, solid 
Andreas Werckmeister’s Die Nothwendigsten Anmerck- 
ungen und Regeln wie der Bassus continuus oder General- 
Bass wohl kinne tractiret werden und ein jeder so nur ein 
wenig Wissenschaft von der Music und Clavier hat 
denselben vor sich selbst erlernen kinne, &c. (The most 
necessary .remarks and rules as to how the thorough- 
bass or general bass may be executed, and anyone who 
has only a little knowledge of music and the C/avier may 
learn by himself, &c.) The first edition of this work ap- 
peared in 1678 ; the “considerably enlarged” second edi- 
tion before me was printed at Aschersleben in 1715. Con- 
cerning the refinements of accompaniment the book 
teaches little, its chief subjects being harmony and the 
modes. Here is almost the whole of the little : “ As the 
thorough-bass in a musical piece must be nothing else 
than a pleasing hum [/edliches Saus‘n] and fundament 
on which its whole nature rests, it ought to be executed 
without many runs and twirls; for if the vocalists and 
instrumentalists make their runs and passages as the 
author has written them, and the organist wishes to 
intermix with them his co/ores [divisions] in the upper 
parts, the harmony is in danger of being spoiled. But 
also simple chords must not always be taken too full, 
especially when weak singers and instrumentalists are 
present. An experienced player may indeed sometimes 
execute a thorough-bass with broken embellishments 
| gebrochene Manieren] ;* in short, it demands a musical 
head and judgment. One who has no talent for music 
would not attain the end even if 1,000 rules were pre- 
scribed to him and these illustrated by 10,000 examples ; 
but he who has natural talent, diligence, and inclination 
will be able to learn much from these few rules. . 
Honest musicians, however, esteem it more highly if one 
can do something clever on the piano extempore than if 
one is too much dependent on the tablature. But he 
who wishes to play by himself something good extempore 
and to make a proper prelude before the thorough-bass 
must necessarily understand the sodos musicos, so that 
he may know how to distinguish the correct repercussion 
in the fugues, the correct clausulas formales [formal 
closes] and the amditum of every mode ; and, further, 
may see with what reason he may deviate irom the 
modes, in order that the outcome may not be a hodge- 
podge.” ; ; 

Friedrich Erhardt Niedt, a vulgar writer without a 
shadow of literary talent, but of reputation in his time, 
has among his books a Handleitung zur variation, wie 
man den General-Bass, und dariiber gesetzte Zahlen vari- 
iren, artige Inventiones machen, und aus einen schlechten 
General-Bass Praeludia, Ciaconen, Allemanden, Couran- 





* “© Byechen means : when a chord or other musical combination ong) is 
not executed all at once but one note after the other.” (J. G. Walther. 
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den, Sarabanden, Menueten, Giguen, und dergleichen 
Leichtlich verfertigen kinne, samt andern notigen Instruc- 
tionen (Guide to variation, how the thorough-bass and 
the figures above it may be varied, pretty inventions be 
made, and out of a simple thorough-bass Preludes, Cha- 
connes, Allemandes, Courantes, Sarabandes, Menuets, 
Gigues, and the like be easily composed, together with 
other necessary instructions), published at Hamburg in 
1706. Of this book I shall say no more than that the 
author teaches in it how the simple notes of the bass and 
the simple notes of the chords may be resolved into 
diminutions and ornamentations of all sorts. 

The next book to be examined is the famous theorist 
Johann David Heinchen (or Heinichen)'s famous Meu 
erfundene und griindliche Anweisung wie ein Music- 
liebender auff gewisse vortheilhafftige Arth kinne zu 
vollkommener Erlernung des General-Basses entweder 
durch eigenen Fleiss selbst gelangen oder durch andere 
kurtz und glicklich dahin angefiihrt werden (Newly-in- 
vented and thorough instruction how a music-lover may 
in a certain and advantageous manner attain a perfect 
mastery of thorough-bass by himself or be quickly and 
successfully guided to it by others). 1 spare the reader the 
second half of the title which sets forth, among other 
things, that the author professes to teach how to execute 
the accompaniment not only of church and theatrical 
compositions, but also of recitatives. The title of the 
second edition which appeared in 1728 begins: Der 
General-Bass in der Composition. My remarks are based 
on the first edition (Hamburg, 1711).* After having dis- 
cussed the foundations, Heinichen comes to what he calls 
the smanierlichen General-Bass (the embellished or 
elegant thorough-bass), and of some things he says in this 
pait of his work we must take note. First of all he 
advises teachers to correct the upper part when beginners 
remain always on or about the same tone. And then he 
gives an example of how not to do and also one of how to 
do, melody taking in the latter the place of monotony (see 
illustrations, No. 1,a and b). Such a melodious treatment 
of the upper part he thinks especially necessary in the ac- 
companiment of solo pieces and with weak instruments 
when the performance of the thorough-bass player becomes 
prominent. ‘Further, one must accustom one’s self to 
accompany the quick notes of the thorough-bass some- 
times with thirds, The opportunity for this may present 
itself in the upper, middle, and lower parts. This renders 
the thorough-bass more shapely.” Passing over what 
Heinichen says about the use of the mordent and shake, 
we come to “some special graces [Manieren] which can 
be employed only with certain intervals, but not every- 
where like the preceding ones [the mordent and shake]. 
Such are the following three, which may be necessary for 
a beginner—namely, (1) the ¢ramsitus or passing note, 
from one tone to its third [aus einer Tertie in die andere) ; 
(2) the superjectio or springer { UVberschlag], when two 
notes descend by degrees and one turns with the first 
note upwards before proceeding downwards ; (3) the slide 
| Schleiffung], which can be used as well in the upward- 
skipping fourth as in the ascending second of two notes 
ira illustrations, No. 2, a and bt]. However, the graces 
Manieren] are more easily shown ocu/ariter than on paper. 
But with the above the learner has quite enough, although 
they form hardly the 4 of the way of playing elegantly 
[|séerlich]. The rest must be sought in long practice and 
in the art of playing elegantly a Partie [pieces] on the 





.* The second edition is a much larger and fuller book than the first 
edition, Imitation receives also some attention in it. I made use of the 
first rr because the second was not at hand when I wrote the above 
article 

+ The two vertical lines in illustration No. 2, b, indicate a mordent. 





Clavier; for in thorough-bass and especially on the 
Clavicimbal and when the music is full, it is moreover 
almost superfluous. Although one must nevertheless 
take care not to allow one’s self to be found out.” 

The most important work on our subject is the Grosse 
General-Bass-Schule (Hamburg, 1731) of Johann Matthe- 
son, a widely-cultured man, an excellent musician, and a 
forcible, but also coarse, abusive, prolix, and excursive 
writer. The whole title translated into English runs 
thus : “ Great Thorough-bass School, or second improved 
and enlarged edition of The exemplary Test of Organists, 
consisting of three classes, as: a thorough preparation, 24 
easy examples, and 24 difficult test-pieces; arranged in 
such a way that he who understands the first well, pro- 
perly executes everything ia the two other classes, and 
knows how to apply what is contained therein, may be 
called a master in thorough-bass.” The examples and 
test-pieces alluded to in the title are figured basses (ex- 
cepting two arias with vocal part and bass without figures), 
each of which is followed by an £xf/anation in which the 
author points out the way in which the accompanist is to 
proceed —where he has to be simple, where to introduce 
broken passages, arpeggios, runs, simultaneous thirds and 
sixths, imitations, and all sorts of figures and ornaments. 
Take, for instance, the following excerpt from the expiana- 
tion to the fourth easy example, which latter the reader 
will find among our illustrations (No. 3, a). 

“Tf in the fourth bar one wishes to imitate with the 
right hand at the sixth the eight semiquavers which the 
bass had, and at the same time make the left hand add 
what is necessary, it is well done. This may also take 
place in the 12th, the 26th, 38th, and 39th bars. In the 
22nd bar occurs a case which must be played in a peculiar 
way—namely, so that the right hand strikes only the 
seventh [z.c., strikes a short chord with the quaver which 
has a 7 above it], and lets the other four notes pass by 
themselves. With the following § and other figures up to 
the middle of the 24th bar the same holds good : because 
the bass itself makes the resolution of the dissonance. 
He who wishes to let the right hand proceed in thirds 
with the left from the latter half of the 26th bar to the 
end of the 27th, is at liberty todo so. Then there occurs 
again in the 33rd, 34th, and 35th bars the same passage 
where what is necessary is struck only with the first note 
and nothing with the rest, as was pointed out in the pre- 
ceding section. In the 36th bar, as also in the 37th, the 
right hand can make a pretty variation where the bass 
approaches the rest—namely, when the sixth, diminished 
fifth, and third, or only the first and last without the fifth 
are broken, or make an arpeggio, so that at the same 
time the connection of the melodic progression is thereby 
kept up, as the appended models will more clearly ex- 
plain [see illustration, No. 3, b]. The same style, after 
the first model (the first of No. 3, b], may also be applied 
in the 42nd and 43rd bars. Along with which we have in 
conclusion to note: the more this example is played in 
the bass double or in octaves, the more majestic it sounds, 
especially where there are quavers, for with the two- 
tailed notes some trouble might be incurred.” 

It is impossible to analyse here Mattheson’s work 
thoroughly, but the short quotation will suffice to give 
some idea of what was then required of a thorough-bass 
player. Indeed, the musical equipment of a musician 
was quite different from what it is nowadays, as may 
be seen from the following tests to which the candi- 
dates for the post of organist at the Hamburg Cathedral 
(Dom-Kirche) had to submit in 1725. Mattheson, who 
was the examiner, quotes them in the book under dis- 
cussion. 

“(1) To play a short prelude extemporaneously ; but 
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nothing studied, which will be heard at once. The Pre- 
lude is to begin in B major and close in G minor, lasting 
about two minutes. 

“(2) To treat the chorale Herr Jesu Christ du hichstes 
Gut in the most varied manner, but not above six minutes : 
especially once on two manuals and the pedals in pure 
three-part harmony, without doubling of the bass, so that 
the feet do not know what the hands are doing, nor the 
latter have any other than a euphonious community with 
the former... . The middle part must likewise be cleverly 
modulated. 

“ (3) To elaborate the appended Fugue-subject [one by 
J. S. Bach] extemporaneously, and introduce at the same 
time, invert, and fitly utilise the following counter-subject. 
This may be easily done in four minutes ; for the question 
is, How well and not how long the fugue has turned out. 

“(4) To show the same task within two days after the 
examination in writing, seeing that it stands to reason 
that he who is not able to compose something better if he 
had time for it, is not likely to produce anything good on 
the spur of the moment. 

“(5) To accompany with the thorough-bass well and at 
first sight a selected vocal aria which will be placed 
separately before each of the candidates. This may take 
up about four minutes. 

“(6) To conclude with a concise Ciacona on the follow- 
ing ground [No. 4, e], and to use the full organ. Length 
about six minutes.” ... 

The tests for an examination in 1727 were if anything 
still more severe. And what is notable about these 
examinations is that none of the candidates—three in one 
and five in the other case—failed to pass creditably 
through the ordeal. What do you think would happen in 
1888 in similar circumstances ? 

Let us consider one more work dealing with the subject 
that occupies our attention, one likewise by a contempo- 
rary of Handel and Bach—namely, Francesco Geminiani 
(1680—1762), the violinist, composer, and writer on 
music. The work in question, which appeared in London 
about 1755, is entitled thus: Zhe Art of Accompaniment 
or a new and well-digested method to learn to perform the 
Thorough-Bass on the Harpsichord with Propriety and 
Elegance. Opera XIth. The book contains nothing 
about imitation and counterpoint in the strict sense of 
the word; but the author’s aim is movement by means of 
passing notes and similar ornamentation of the harmony. 
A few excerpts may not be unwelcome to the reader.* 

“The Art of Accompaniment consists in displaying 
Harmony, disposing the Chords, in a just Distribution of 
the Sounds whereof they consist, and in ordering them 
after a Manner, that may give the Ear Pleasure of a con- 
tinued and uninterrupted Melody. This Observation, or 
rather Principle, is the Ground of my Method, which 
teaches the Learner to draw from the Harmony, he holds 
under his Fingers, diversified and agreeable Singings. 
This work will also be useful in leading the Learner into 
the Method of Composing, for the Rules of Composition 
do not differ from those of Accompaniment; but the 
common Method of Accompaniment gives the Learner 
no Hint of the Course he is to take in Composing.” 

“Before the Learner proceeds to the followlng Ex- 
amples, I think it necessary to premise, that the Art of 
Accompaniment consists principally in two things, which 
I call Position and Motion. 





* Another often-mentioned English book, but of an earlier date, is of no 
interest for us—namely Godfrey Keller's A Compleat Method for attaining 
to Play a Thorough Bass, upon either Organ, Harpsichord, or Theorbo- 
Lute (London, 1707). With the exception of a few exercises which are in- 
troduced by the following words, the instruction given is confined tointervals 
and chords: ‘‘I shall here add some short Lessons by way of Fugeing to 
make yé¢ whole work compleat.” 


forms. 





“ By Position I mean the placing the proper Chord 
upon any Bass Note, and continuing the same during the 
whole Time of that Note ; and this constitutes Harmony. 

“By Motion I mean the passing from one Sound to 
another, either acute or grave; and this constitutes 
Melody. So that Harmony cannot subsist without Posi- 
tion, nor Melody without Motion. These two Articles 
therefore I have endeavoured to explain in the following 
Book. 

“It will perhaps be said, that the following Examples 
are arbitrary Compositions upon the Bass ; and it may be 
asked how this arbitrary Manner of Accompanying can 
agree with the Intention and Style of all sorts of Compo- 
sitions. Moreover a fine Singer or Player, when he finds 
himself accompanied in this Manner, will perhaps com- 
plain that he is interrupted, and the Beauties of his Per- 
formance obscured, and deprived of their Effect. To this 
I answer, That a good Accompanyer ought to possess 
the Faculty of playing all sorts of Basses, in different 
Manners, so as to be able, on proper Occasions, to en- 
liven the Composition, and delight the Singer or Player. 
But he is to exercise this Faculty with Judgment, Taste, 
and Discretion, agreeable to the Style of the Composition, 
and the Manner and Intention of the Performer. If an 
Accompanyer thinks of nothing else but the satisfying of 
his own Whim and Caprice, he may perhaps be said to 
play well, but will certainly be said to accompany ill.” 

Here I will stop for the present, postponing my con- 
cluding remarks, in which I shall draw some inferences 
from the foregoing evidence, till next month. 

(To be continued.) : 





SONGS OF THE PEOPLE. 
By JOSEPH VEREY. 


IN tracing the development of musical art from small be- 
ginnings we can never ignore the songs of the people. 
They are the direct outcome of the musical aspirations of 
the multitude, and have, in consequence, a freshness and 
spontaneity such as can be found in no other musical 
It must be admitted that the earliest examples ot 
these songs which have been handed down to us are but 
little indebted to art, yet they often betray an artistic 
instinct. They show in a crude, untrained manner an 
impulse towards an artistic form of utterance which could 
not be entirely satisfied by the ordinary every-day speech. 
They remain as evidence of the “lyric moments,” so to 
speak, in the lives of those who could only in this un- 
tutored way find vent for their emotions. ‘‘ Where lan- 


guage ends music begins ” it has been said with consider- 


able truth. The first composers of these simple songs 
were doubtless gifted persons who could rise above the 
prosaic level of their vulgar surroundings and snatch a 
grace from art denied to their less richly-endowed 
associates. 

Thus in time they became the bards and poets, the 
minstrels and troubadours of the people, and added the 
charm of music to their recitals of homely life, to stories 
of heroic deeds and wonderful narratives of legend and 
romance. The unfading attractions of these songs of the 
people will be found in their vivid reflection of the habits, 
customs, manners, and feelings of the people themselves. 
The deep root some of the simplest of these have taken, 
and the intense delight with which, even amidst the 
musical culture of the present day, people of all civilised 
lands will listen to these homely and natural expressions 
of spontaneous feeling, is sufficient proof of the importance 
and interest with which songs of the people must always 
be regarded. 
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Researches into historical records throw but little light 
upon the tastes of ancient nations in this respect. We 
find but little traces of the extent to which the life of the 
Egyptians, Greeks, Romans, and Hebrews, was illustrated 
by song. From the carvings, sculptures, and inscriptions 
of ancient architecture we gather some idea of the curious 
musical instruments employed in remote ages, but learn 
comparatively little of their songs. Probably there was 
but slight development into. actual musical form. It has 
been reserved for the civilisation of modern days to give 
expression to the individual life of the people in song and 
to bring out the lyric faculty. And as time advanced, and 
with it a more scientific treatment of music, the com- 
posers of all countries saw a ready medium for appealing 
to the million:in songs such as they could readily 
appreciate; and the song, originally a primitive and 
almost childish mode of expression, eventually became 
invested with artistic dignity. The Volkslied of Germany, 
and kindred efforts in all civilised lands, made the songs 
of the people important, interesting, and popular, and 
within the last few centuries we have seen these songs 
employed with: wonderful effect as political weapons or as 
agents in awakening patriotic enthusiasm. 

Although we have, owing to the limited acquaintance 
with musical art possessed by medizval song-writers, but 
few examples dating earlier than the close of the four- 
teenth century, there can be little doubt that songs of 
the people were in vogue much earlier among the Scotch, 
Irish, Welsh, Breton, and other races. The genesis of 
these songs must have been simple enough: crude, frag- 
mentary phrases passed from lip to lip, fashioned and 
rounded into shape in the course of time, until they 
became crystallised into their present form. The trouba- 
dours of Provence must have done much to advance the 
songs of the people. The chivalrous character of the 
race, and their attachment to knightly sports and pastimes 
and their devotion to the fair sex, fostered the love of 
song, and even after the lapse of centuries we can still 
find a wondrous charm in the graceful and passionate 
feeling with which the love of woman was celebrated in 
their plaintive and even artistic songs. In cases where 
the actual tunes are lacking we can form some idea of 
the music from the grace of the verses. 

Songs of the people reflect the martial life of a nation 
as clearly as its domestic and other national traits. How 
eminently French, for example, is the ‘* Marseillaise.” Its 
author, Rouget de Lisle, was not the man of the people 
some may have supposed him to be, for he was an unsuc- 
cessful man, and had to trim his sails to suit the popular 
fancy of the hour, and the heroes of the people in France 
vary pretty frequently, as we may see by a glance at 
Gallic history. Rouget de Lisle between 1776—when he 
wrote “The Song of Roland”—to 1821 composed popular 
ditties to suit all sorts of political opinions—I mperial, 
Legitimist, Republican, or Communist. He collected 
these in a publication called Fifty Songs of France. The 
famous “ Marseillaise” was composed at Strasbourg in 
1792, and originally called “‘The Song of the Rhine 
Army.” But, after appearing in a Marseilles journal, it 
was re-named, and became, no matter who sat upon the 
throne, the most popular and truly national in style of all 
the martial songs of France. It is not without musical 
interest to contrast this melody with the war songs of 
Germany. From the time of Weber and Kérner down to 
the popular “Watch on the Rhine” of the last war, the 
martial songs of Germany have been as hymn-like as 
martial. No matter how passionately the patriotic 
spirit may burn in them, and it is intense in the “Lyre 
and the Sword,” a religious spirit and tone will always be 
found. In the “ Marseillaise,”’ and in all the French 





martial songs, the tone is essentially that of the camp, 
the march, and the conflict, or the festive strains of 
triumph and /a gloire. The heroes of the Fatherland 
are much more reserved in their warlike enthusiasm. 
Even in the greatest triumphs of modern times—the fall of 
Sedan and the crowning of the German Emperor at Ver- 
sailles—there is little that is jubilant. Thus even under 
the mighty stimulus of such wonderful events the cha- 
racter and habits of the people were, as I have remarked, 
faithfully reflected in their national songs. 

Turning to England when the country was under the 
pressure of a great war, we find the songs of the sea far 
more popular and universal than any martial ditties. 
How few songs of the army had any permanent life, 
although no army in the world ever did greater deeds. 
The victories of Napoleon found a Béranger to celebrate 
them in popular songs. The triumphs of Wellington but 
faintly inspired the national song-writer, though the 
Conqueror of Waterloo was for the rest of his days the 
most notable figure in Europe. But how different it was 
with our ocean victories. Of the proud days of the 
Spanish Armada and the glorious deeds of Nelson there 
were bards by the score telling how we drove off the 
Spaniatds, how we defied the Dutchmen, and caused the 
Frenchmen to come to grief. And not only the actual 
sea-fights, but the life of the bluejacket on board ship, his 
struggles with storm and wreck, and his jovial carousing 
on shore, found poets and musicians to celebrate them, 
and few songs are so popular, even in these “ piping times 
of peace,” as the songs that describe the British sailor. 

But it is when some distinctive national movement 
appeals to the popular mind that the songs of the people 
have their most marked and characteristic features. It 
may safely be said that nowhere in Her Majesty’s do- 
minions can people be found more loyal than the Scotch ; 
yet the Jacobite ballads have got a hold of the national 
mind that appears never likely to fade. Can you touch 
the feelings of a Scotchman more readily than by a song 
in praise of the Pretender? “Bonnie Prince Charlie” 
awakens all the poetry, romance, and chivalry, of the 
Scottish nature. And it is a strange fallacy that, because 
the Scotch are as a rule more reserved and less emotional 
in their outward manner than the Southern people, to 
suppose that they are not deeply moved by passionate 
sentiment, wild romance, and martial enthusiasm. When 
Bonnie Prince Charlie’s cause was lost beyond hope 
there was a glamour in his very name, and many a “ braw 
laddie” laid down his life in the forlorn endeavour to 
revive his fortunes. Never, under any circumstances, 
have the songs of the people more directly reflected the 
deep, intense, and passionate feeling of the populace. 
We can fancy the accompaniment of the bagpipe in each 
song. The melodies are varied and striking, and suit 
the verses they are set to admirably. They are bright, 
stirring, martial, or wailing and plaintive, but the trail of 
the bagpipe is over them all. George Sand, the famous 
French novelist, remarks in one of her works how greatly 
the songs of the people are coloured and affected by the 
national instrument used by the people as an accompani- 
ment. For example, in the interior of France the songs 
of the people in the rustic districts and in the vineyards 
have invariably the prolonged drone. Many of the best 
French composers—Félicien David, Ambroise Thomas, 
Gounod, and others—have noticed this peculiarity, and 
have reflected it in their scores. In Gounod’s Mireille 
the effect is frequently introduced. In Italy also such 
songs of the people as have any distinct life of their own 
have invariably a suggestion of the drone of the bagpipe. 
While I recall the Italian national songs, I may remark 
that the “land of song” has gained that title far less 
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from the spontaneous songs of the people springing out 
of the national life and customs than from the efforts of 
Italian opera and church composers. I am not unmindful 
of the charming Tuscan songs—zaive, original, fresh, and 
piquant as they are—nor the genial and simple ditties of 
Naples. But, as a rule, the popularity of the tuneful 
operas of Italy has caused their melodies to be known far 
and wide, and the visitor to Italy is far more likely to 
hear the refrain of a melody of Donizetti or Verdi than 
any homely rustic ballad; for the composers of Italy 
have not taken any great pride in artistically raising 
the quality of national songs in the manner of Schubert, 
Schumann, Franz, and other composers of Germany. We 
have no such striking evidence of this love of the Volks- 
lied as in the labours of Schubeit, who in his short life 
composed no less than five hundred and seventy-five 
songs. The number.seems incredible, but, in fact, there 
were a few even beyond that number which have not 
‘found their way into print. In these lovely compositions 
we have the songs of the people idealised. The aspirations 
for the glory of the Fatherland, the simple love of home, 
the tender ties of love and friendship, the regrets, hopes, 
and dreams, of everyday life, and the exquisite delight in 
the beauty of Nature, all find a place in such songs of the 
people as these, and some even reflect the deepest inner 
life and religious feeling of the people. It is not too 
much to say of songs like these that they are national 
offerings of priceless value. Happy is the country that 
possesses them ; for they bind the hearts of the people to 
each other and their Fatherland in links stronger than 
military power can forge, and few have ever dreamt what 
German unity owes to the songs of Franz Schubert and 
his tuneful companions. The only cause for regret con- 
nected with songs of the people is that advantage is taken 
of their popularity to flood the world with artificial and 
utterly worthless productions. Out of the hosts published 
how few possess genuine merit. 








FRIEDRICH WIECK. 


FRIEDRICH WIECK was for many years one of the most 
distinguished teachers of Germany. Naturally, the bril- 
liant successes obtained by his two gifted daughters, 
Clara and Marie, added considerably to his fame. But, 
in admiring great artists, one is apt to forget how much is 
owing to the instruction which they have received. In 
Wieck’s “Musical Tea Party at Hans Hasty’s,” Mrs. 
Hasty, speaking to “That” (z.e., Wieck) about his daughter 
Emma (é¢., Clara), says :—‘‘ With her everything came 
of itself ;” and many think like Mrs. Hasty. But only a 
man of very great ability could have succeeded, as Wieck 
did, in turning a wonder child into a perfect artist. In 
the hands of one less competent to develop her latent 
powers, Clara Wieck might have astonished the world for 
a time, instead of becoming one of the first pianists of her 
day, and retaining that proud position through a long life 
—one, happily, not yet concluded. Let us then glance 
briefly at the life of Friedrich Wieck. His honesty of 
purpose, his industry, his perseverance, and his enthusiasm, 
may be studied with pleasure by all, and with profit, 
especially by those who are themselves teachers. 

He was born in 1785. His father was a merchant, and 
his mother, a simple-minded woman, a minister’s daughter. 
Wieck at an early period showed love for music ; but his 
parents, according to the prejudice of their day, objected 
to it as a profession. He was destined for the Church, 





studied theology at the University of Wittenberg, and, in 
fact, preached once at the Sophienkirche, at Dresden. 
He, however, obtained no appointment, and for nine years 
was general teacher in private families. 

Afterwards he settled in Leipzig, established a manu- 
factory for pianos ; and, besides, taught music. He soon 
acquired wealth by his factory and fame by his lessons. 
Business matters often took him to Vienna, and in 1826 
he made the acquaintance of Beethoven, whose race was 
so nearly run. The interview lasted three hours, during 
which the great master sat down before his piano and 
improvised for half an hour. 

Wieck’s house at Leipzig soon became the rendezvous 
of all distinguished musicians, and among those of an 
early period we may specially name Weber and Paganini. 
Weber seems to have taken great interest in the rising 
musician. In 1815 Wieck composed eight songs, and 
dedicated them to the composer of Freéschiitz. Weber 
not only wrote a letter of thanks, but gave a striking proof 
of his friendship by criticising, at considerable length, 
every one of the songs. Now the declamation is careless, 
now the music is not in good keeping with the words ; 
then the harmony at times proves unsatisfactory, and the 
writing, in places, incorrect. And so the great man shows 
himself a severe critic, but only, as he adds, “to be of real 
service to you.” For the rest, he found much to praise, 
and was pleased with the dedication. Wieck commenced 
giving pianoforte lessons to his daughter Clara when she 
was five years old. With her, as with his other young 
pupils, he tried to develop not only her fingers, but also 
her intellect. With finger-exercises and scales was mixed 
elementary instruction in harmony ; and, besides, he 
sought to awaken in her youthful mind a feeling for the 
beautiful. Thus all the faculties were gradually trained 
and strengthened, and this solid beginning brought about 
the happiest results. It was reported that Wieck was 
severe with his daughter, and made her practise very 
hard ; Liszt, indeed, once said that she was allowed little 
time for rest and recreation, and that she only dared to 
caress her favourite kitten when her father’s back was 
turned. These stories may have sprung from some 
special occasion when extra scolding and extra work were 
perhaps necessary; but we know from Wieck’s own 
writings and from the testimony of his pupils that such 
was not his usual végzme. 

Clara made her first appearance in public on the 2oth 
of October, 1828, playing in various towns in Germany 
with much success. In 1832 she went with her father to 
Paris, and the letters of the latter from the gay city are 
exceedingly graphic. They pay a visit to Kalkbrenner, 
whose fame was then at its height. To his wife Wieck 
writes :— “Imagine a handsome, very vain man; his 
wife, a true Frenchwoman, young and rich, sitting by the 
fire, fanning herself with a new, modern French fan, says, 
‘What a pity, in Germany she will go to the bad as a 
pianist.” Then Kalkbrenner speaks in a similar vein ; 
Wieck defends German style, and the fond yet wise 
parent concludes his letter by remarking, “Time will 
show him who is right.” 

In Paris Wieck also made the acquaintance of Chopin, 
and the genius of the Polish artist made a profound im- 
pression onhim. He taught the famous Don Juan varia- 
tions to his daughter, and her performances of this work 
helped to bring into prominence the name of Chopin. 
The fact that Clara played this piece helps one to under- 
stand the enthusiasm which Robert Schumann manifested 
for it. Wieck, indeed, wrote a most interesting article 
about the Op. 2 in the Ca@c//éa music paper. Schumann’s 
famous notice of the same work did not appear until two 
years later. 
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In the year 1828 Robert Schumann went to Leipzig 
and studied music under Wieck until he went to Heidel- 
berz. Then came the important matter to be settled. 
Was the young man to follow his inclination—music-—or 
that of his mother—jurisprudence?) The decision lay in 
the hinds of Wieck. We have principally to thank him 
for the masterpieces which Schumann bequeathed to the 
world. On learning Wieck’s decision in favour of music, 
the young artist. wrote to him:—“ I will prove myself a 
worthy pupil.” 

The interest which Wieck took in Schumann, Chopin, 
and generally in the works of the new romantic school, 
shows how unprejudiced he was. Born in 1785, he had 
long passed the age of forty before the two men just 
named had begun to found a new era in music. How 
thoroughly Wieck sympathised with the aims and aspi- 
rations of the rising generation may be seen in an article 
from his pen which appeared in the first number of the 
Neue Zeitschrift fiir Mustk, the paper started by Schu- 
mann in 1834. For example, he says :—“ Our programme 
is simply this: to recall with all emphasis the past and 
its works ; to point out how only from sucha pure source 
new and beautiful works of art can derive strength; to 
fight against the immediate past based on mere virtuosity ; 
and lastly, to help to prepare and hasten on a new poetic 
era.” 

The following extract from an article which appeared in 
the Musical World in 1877 gives one a good idea of 
Wieck’s method with beginners. “ First,’ says the 
writer, “he gives exercises of the simplest kind, but so 
constructed asto be pleasing and melodious; in this 
manner the ear becomes familiar with harmony, and the 
fingers become accustomed to the key-board, while all the 
time “the instruction book” is conspicuous by its ab- 
sence. Gradually the pupil sees the possibility of moving 
about in this wonder-world of tones, and each day increases 
the desire to know them better. Wieck %s most careful 
not to let practice degenerate into laboured work, so 
as to keep alive the interest and love for music, which 
through excessive study so frequently run the risk of 
being extinguished. Patient and conscientious practice 
and time are both necessary to bring about good results. 
Friedrich Wieck, the old master, was wise in this matter. 
He never prescribed the exact number of hours his pupils 
should devote per day to practice. On the contrary, he 
was accustomed to say that a pupil should only practise 
so long as he took interest in his work, and so long as it 
afforded him pleasure.” 

No apology need be made for this rather long extract, 

which shows how earnest and genuine a teacher Wieck 
was. Of his noble aspiration the following entry in one 
of his note-books gives striking proof: — “All is 
vanity except the consciousness of having wished 
something, worked at something, and accomplished 
something.” 
’ Wieck’s book, entitled “ Piano and Singing,” is full of 
sage advice, and it is written, moreover, in so p!easing 
and humorous a style that no one can take offence even 
at the old schoolmaster’s hardest sayings. The title of 
the book shows that he was something more than a mere 
piano-teacher. “There are many points,” he says in his 
preface, “where singing and the piano must explain and 
supplement each other ; they must work side by side in 
order to exhibit the sublime and noble in serene 
beauty.” 

He wrote as he taught, in a free unconventional sort of 
way ; his object appears to be to please and amuse ; but 
all the while he is “teaching the willing, warning the 
erring, vexing the wicked, and chastising the ag «x 
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CHRONOLOGICAL TABLES AND THEIR 
MATERIAL. 


By E. PAvER. 


CLAVECINISTES AND PIANISTS .OF GERMANY, BOHEMIA, 
RUSSIA, POLAND, AND SCANDINAVIA. 
(Continued from page 175.) 

1778—1858. NEUKOMM, SIGISMUND RITTER VON (equivalent 
to Sir), b. at Salzburg, d. at Paris. Pupil of Michael and 
Joseph Haydn. Composer of five Sonatas (Op. 14, 18, 30), 
and of several shorter pieces: Caprices, Esquisses, Adagios, 
Elegies, Polonaises, &c. 

1778—1860. HoORZALKA, JOHANN, b. at Triesch (Moravia), d. 
at Penzing, near Vienna. Pupil of Moscheles and Emanuel 
Forster. Composer of about 50 pieces, of which ‘‘ 24 Mor- 
ceaux de Bravour,” Op. 46, are very interesting. 

1779—1818. KRuFFT, NICOLAUS, FREIHERR (BARON) VON, 
b. at Vienna, d. there. Pupil of Albrechtsberger. Com- 
poser of eleven sets of Variations ; three grandes Caprices, 
Op. 33; twelve Studies in the form of Ecossaises; 24 Pré- 
ludes and Fugues dans touts les tons (an excellent work) ; 
Sonata, and Adagio with Variations. Krufft was appointed 
as Secretary of the Imperial Austrian Foreign Office, and 
well known as a distinguished pianist. 

1779—1837- RIEM, WILHELM FRIEDRICH, b. at Cdlleda 
(Thuringia), d.at Bremen. Pupil of Hiller (Leipzig). Com- 
poser of eight Sonatas, twelve Sonatinas, of Studies, Ca- 
prices, Variations, &c _Riem is better known as Organist. 

1779—1829. CLASING, JOHANN HEINRICH, b. at Hamburg, 
d. there. Pupil of Schwencke. Of his Compositions for 
Piano may be named a grand Sonata, Op. 5 ; three Rondos 
(easy) ; a Fantasia and Kondo, and three Fantasias, Op. 19. 

DIABELLI, ANTON, b. at Mattsee (district of 
Salzburg), d. at Vienna. He profited by the advice of 
Michael Haydn, but was not his pupil. 1824 he became 
proprietor of the music business of Cappi, which business he 
kept until 1854, when it was sold to C. A. Spina ; the firm 
is now Schreiber. Diabelli’s educational works, Sonatas, 
and Sonatinas, are up to the present much used and very 
popular ; their merit consists in a clear and natural structure, 
agreeable melodies, practical style of writing, and a thoroughly 
correct harmonisation. The collection ‘‘ Euterpe,” contain- 
ing short pieces on operatic airs, enjoyed once a considerable 
reputation. Diabellis business-house on the Graben (Vienna) 
was the favourite meeting-place of all the best composers re- 
siding at or visiting Vienna. 

1782—-1852. DRECHSLER, JOSEPH, b. at Vlachovo Brézi (Bo- 
hemia), d. at Vienna, Pupil of Grotius. Composer of 
Sonatas, Fugues, Quartets, Variations, Rondos, &c. 

1782—1849. KREUTZER, CONRADIN, b. at Mésskirch (Baden), 
d. at Riga. Pupil of J. B. Rieger and Albrechtsberger. 
Composer of three Concertos, Op. 42, 55, 65; Fantasias, 
Solos, Divertimentos, Polonaises, Minuets, &c. 

1784—1852. KLENGEL, AUGUST ALEXANDER, b, at Dresden, 
d. there. Pupil of Muzio Clementi. Composer of four 
Sonatas, many Rondos, Studies, Fantasias, Nocturnes, 
Romanzas, &c. His principal work, on which rests his 
fame, is called ‘‘ Les Avant Coureurs,” 24 Canons intended 
to serve as a systematical preparation for a thoroughly good 
performance of Seb. Bach’s 48 Preludes and Fugues. This 
work has been supplemented by “Canons and Fugues” 
(two volumes), published by Breitkopf und Hirtel. 

1784—1809. STEIN, FRIEDRICH, b. at Augsburg, d.at Vienna. 
Pupil of Albrechtsberger. Composer of a few pieces (about 
ten), which show uncommon talent ; his performances were 
greatly admired. 

1785—1852. BERG, CONRAD, b. at Colmar, d. at Strasburg. 
Pupil of Franzel (Mannheim) as Violinist, and of the Paris 
Conservatoire as Pianist. Composer of several books of 
Rondos, Variations, of a Fantasia, a Sonata (Op. 30), and 
author of several excellent essays on Pianoforte teaching and 

. playing. 

1785—1858. PLACHY, WENZEL, b. at Kiopotowitz (Moravia), 
d. at Prague. Composer of 28 sets of Variations, a great 
number of Fantasias on operatic airs, and of seventeen 
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Rondos. Plachy’s pieces are excellent for teaching purposes, 
although missing any originality or particular distinction. 

1786—1853. SCHNEIDER, FRIEDRICH JOHANN CHRISTIAN, 
b. at Alt-Waltersdorf, near Zittau, d. at Dessau. Pupil of 
the Cantor Schénfelder and the Organist Unger (Zittau). 
Composer of nineteen Sonatas, of Rondos. &c. Schneider 
was the teacher of Markull, Spindler, Robert Franz, Berns- 
dorf, Tausch, &c. He is better known as composer of 
Oratorios. 

1784—1838. RiEs, FERDINAND (son of Franz Anton Ries, 
1755—1846). Pupil of Winter (Munich) and Beethoven 
(Vienna). Settled in London, 1813, and remained there till 
1831. Composer of seven Piano Concertos (c sharp minor, 
Op. 55, and & flat, Op. 42, are the best); a Sextuor; six 
Quintets ; several Quartets and Trios; about forty Solo 
Sonatas, and a great number of shorter (single) pieces. 

1788—1849. KALKBRENNER, FRIEDRICH (WILHELM MICHAEL), 
b. near Berlin, d. at Paris. Pupil of Louis Adam and 
Catel (harmony). From 1814 till 1823 he resided in London; 
from 1823 until his death he remained in Paris; 1824 he 
became partner in the firm of Pleyel. Teacher of Camille 
.Pleyel, Kathinka von Dietz, Stamaty, Charles John. Com- 
poser of four Concertos (the one in D minor, Op. 61, is the 
best); a Concerto for two Pianos; a Septuor, Op. 15; 
Sextuor, Op. 58 ; Quintet, Op. 81; Sonatas, Op. 4, 13, 35, 
42; of the Fantasia ‘‘Le Réve;” the Rondos ‘Gage 
d’amitié ” and “Les Charmes de Berlin ;” of the collection 
of Studies, Op. 126, Op. 143 (very good), 161, 169, and 88. 
Besides these he published a great number of elegant (and 
sometimes very useful) trifles. 

1786—1832. KUHLAU, FRIEDRICH, b. at Uelzen (Liineburg), 
d. at, Lyngbye (Denmark). Pupil of Schwenke (Hamburg). 
1810 he went to Copenhagen and remained until his death in 
Denmark. Composer of thirteen Sonatas and twenty-three 
Sonatinas ; many Rondos, Divertissements, Variations, &c. 
Kuhlau’s compositions are still used for educational 
purposes. 

1786-—-1826. WEBER, CARL MARIA FRIEDRICH ERNST, 
FREIHERR VON (BARON), b. at Eutin, d. at London. Pupil 
of Heuschkel, Michael Haydn, and Abbé Vogler. Com- 
poser of two Concertos, one Concertstiick, four Sonatas, one 
Sonata for Piano and Clarinet, eight sets of Variations, 
Quartet for Piano and Strings, Trio for Piano, Flute, and 
Violoncello, Op. 63; Valses; Rondo brillant, Op. 62. In- 
vitation a la danse, Op. 65; Momento capricioso, Op. 12; 
Polonaise, Op. 21; Polacca, Op. 72; Duets for Flute and 
Piano (three. Sonatas) ; several Piano Duets, &c. 

1788—1866. ScuMittT, ALoys, b. at Erlenbach-on-the-Maine, 
d, at Frankfort-on-Maine. Pupil of André (Offenbach). 
Composer of Quartets (Op. 70, 80, 81), Trios (Op. 63), five 
Concertos (Op. 14, 34, 60, 75, and 76), and a Concertino ; 
Variations, a great number of Sonatas and Sonatinas, Fan- 
tasias, Rondos, Variations, and excellent Studies. 

1788—1874. P1xis, JOHANN PETER, b. at Mannheim, d. at 
Baden. Pupil of his father, Friedrich Wilhelm Pixis, Com- 
poser of two Sonatas; a Concerto, Op. 100; of 22 sets of 
Variations ; a great number of Rondos, Caprices, Fantasias, 
&e. 

1789—1872. HALM, ANTON, b. at Altenmarkt (Styria), d. at 
Vienna. Composer of several Sonatas, five Rondos, four 
sets of Variations and good Studies, Op. 59, 60, 61, 62. 
Halm was the teacher of Stephen Heller, J. A. Pacher, and 
Eduard Pirkhert. Of his compositions seven Trios were the 
most esteemed. 

1790—1862. ASSMAYER, IGNAZ, b. at Salzburg, d. at Vienna. 
Pupil of Albrechtsberger, Eybler, and Michael Haydn. 
Composer of several single pieces of but moderate merit. 
His Divertissement, Op. 36, was the best known of his 
piéces, which are now completely forgotten. 

1790—-18— ? AGTHE, WILHELM JOHANN ALBRECHT (son of 
Carl Christian Agthe, 1762—1797), b. at Ballinstadt, d. (?) 
at Berlin. Pupil of Ebeling and Fischer (Erfurt), Teacher 
of Theodor Kullak. Composer of several Sonatas and very 
good Studies. 

1791—1825. WORZISCHEK, JOHANN Huco, b. at Wamberg 





(Bohemia), d. at Vienna. Composer of excellent, Duets with 

Violin, Violoncello (Op. 2, 8,9). Of his eleven Solo pieces 

the Polonaise brillante, Op. 6, was in its time a favourite 
iece. 

sphe-cpiing. GRUND, FRIEDRICH WILHELM, b. at Hamburg, 
d. there. Composer of an Octet for Piano and Wind-instru 
ments, Quartets for Piano and Strings, Sonatas for Piano and 
Violin, also for Violoncello; Solo Sonatas and Sonatinas, 
Studies, Op. 21 ; of five works for four hands, &c, 

1791—1857: CzERNY, CARL, b. at Vienna, d. there. Pupil of 
his father, Wenzel Czerny. Carl Czerny’s works are so 
numerous that it would take pages to enumerate them ; his 
chief fame rests on his Studies, of which the following num- 

- bers are here given: Toccata, Op. 92; 100 Exercises, Op. 
139; 48 Etudes, Op. 161; 125 Studies, Op. 261; 10 easy 
Studies, Op. 277B; School of Velocity, Op. 299 ; .40 daily 
Exercises, Op. 337 ; School of Ornaments (70 Studies), Op. 
355; the First Lessons (50), Op. 359 ; Schule des Virtuosen, 
Op. 365; School of the left hand, Op. 399; School of 
Fugue-playing, Op. 400; 50 special Studies, Op. 409 ; 60 
Studies for young people, Op. 420; Preparatory Studies, 
Op. 433; 110 easy Studies, Op. 453; 50 Studies for be- 
ginners, Op. 481; Vorschule (Preparation) fiir Fingerfertig- 
keit, 24 Studies, Op. 636; 24 Etudes élégantes, Op. 
672; 24 Studies for the left hand, Op. 718; Kunst der 
Fingerfertigkeit, 50 Studies, Op. 740; Study in thirds, 
Op. 735; 2 Studies for the left hand, Op. 735 ; 25 pro 
gressive Studies, Op. 748; The Progress, 25 preparatory 
Studies to those of J. B. Cramer, Op. 749; 30 progres- 
sive Studies as a preparation to those of Cramer, Op. 753 
(they are a continuation of Op. 749) ; 6 Etudes ou Amuse- 
ment de Salon, Op. 754; Le perfectionnement, 25 charac- 
teristic Studies; le Style, 25 Etudes de Salon, Op. 756; 
Etude courante, Op. 765 ; Les fleurs des Ornemens ; 50 pro- 
gressive Studies, Op. 767 ; 24 Studies with quiet right hand, 
Op. 777; l’Infatigable, Velocity Study, Op. 779; 36 Melo- 
dious Studies, Op. 792 ; Practical Finger-exercises, Op. 802 $ 
Collection of New (100) Studies, Op. 807 ; the Young Pupil, 
80 easy Studigs, Op. 817 ; Etudes de Vélocité (50), Op. 818 ; 
La Mélodie, 28 melodious and harmonious Studies, Op. 
819; 90 new daily exercises, Op. 820; Morning Practice. 
Of Rondos the catalogues contain the number of 325, 12 
Sonatas, several Concertos, about 135 Fantasias, and many 
collections, some of which contain 50 numbers, &c. The 
works published by Czerny with the number of Op. are 835 ; 
but, considering the numbers of which some operas consist, 
they may be considered to be more than 2,000. 

1792—1874. BRUNNER, CHRISTIAN TRAUGOTT, b. at Briinlos, 
near Stolberg (Saxony), d. at Chemnitz. Composer of a con- 
siderable number of educational pieces without great merit, 
but of decided usefulness for teaching purposes. 

1793—1878. HwUNTEN, FRANZ, b. at Coblenz on the Rhine, d. 
there. Pupil of his father, Daniel Hiinten. Composer of 
a very great number of easy, agreeable, and practically- 
written pieces, particularly well suited for teaching purposes. 
His Studies, Op. 80, 81, 114, are exceedingly good. The 
number of Hiinten’s pieces exceeds 600. 

1794—1870. MOSCHELES, IGNAZ, b. at Prag, d. at Leipzig. 
Pupil of Dyonis Weber. Excellent performer and clever com- 
poser. His works consist of seven Concertos, many Sonatas, 
a great number of Fantasias, and a still greater number of 
sets of Variations, excellent Duets for four hands on one 
and two Pianos (Hommage 4 Handel), Ensemble pieces, and 
of very celebrated Studies (Op. 70), 24 Studies are standard 
works, whilst the 24 characteristic Studies (Op. 95) are 
technically more difficult, but not so popular. 

1794—1873. ARNOLD, CARL, b. at Neuenkirchen, d. at Chris- 
tiania. Pupil of Hoffman and Aloys Schmitt (Frankfort). 
Composer of six Sonatas, Divertissements, Variations, Rondos, 
Sonatinas, and author of a good ‘‘ Practical Method of Piano- 
forte Playing,” Op. to. 

1794—1880. HERZ, JACQUES SIMON, b. at Frankfort-on-Maine, 
d. at Paris. Elder brother of the well-known Henri Herz. 
His activity consisted mostly in arranging and transcribing in 
an effective manner the most celebrated operatic airs and 
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dances of his time. J. H. was much esteemed as an excel- 
lent teacher and sound musician. 
£795—1861. MARSCHNER, HEINRICH AuGusT, b. at Zittau, 
d. at Hanover. Composer of nine Sonatas, Variations, 
Caprices, Fantasias, Rondos, Impromptus, &c. Much better 
known as dramatic composer. 
(To be continued.) 








Foreign Correspondence, 


—_—s— 


MUSIC IN VIENNA. 
August, 1888. 

WITH a summer which, like your own, may be said to 
have commenced in August, and the thermometer at 
86 Fahrenheit—the nature as well as music loving denizens 
of the Kaiserstadt being, if possible, more than usually 
intent upon ruralising in the magnificent Austrian scenery 
—music is a blank, if we except the light and pleasing 
suburban open-air concerts and the Imperial Opera, 
which, having re-opened its doors in August, has, with its 
vast véfertoire and artistic perfection in every detail, an 
unceasing attraction of its own. The season opened 
with Verdi’s Azda. The novelties promised are: Rubin- 
stein’s Damon, Berlioz’s Benvenuto Cellini, Baron Fran- 
chetti’s Asrae/, and perhaps also Benjamin Godard’s 
Parisian success Roz da’ Ys. 

The hard-worked professors and pupils of our great 
Conservatorium are likewise holiday-making, to return 
to their respective tasks on the 17th September. Mean- 
while, according to the prospectus for the new term 
ending 15th July, 1889, just issued, this great institution 
(founded in 1817 by the ‘Gesellschaft der Musik- 
freunde”) offers a complete training in all branches per- 
taining to music, the drama, and opera—from the first to 
the highest phase of. artistic development—with a staff of 
no less than fifty-eight teachers, and the celebrated Joseph 
Hellmesberger as Principal. Intending instrumental as 
well as vocal artists and amateurs might with advantage 
take note of this as well as of our private musical schools, 
especially those students of vocalisation who look upon 
the Italy of the present day as in a state of decay in this 
respect. With teachers such as Mesdames Mayer-Dust- 
mann, Niklas-Kempner, Wlczek, Hermine Granichstidten, 
Emma Mampé-Babnigg, Herren Dr. Ginsbacher, Ress, 
von Rokitansky, Laufer, Emil Sattler, Horak, v. Wein- 
zierl, &c., putting forth their best efforts, no wonder that 
these establishments are continually supplying our Aus- 
trian provincial as well as other German stages at Berlin, 
Hamburg, Dresden, Frankfort-on-Main, &c., with more 
or less successful débutants, both male and female, securing 
in many instances lucrative operatic (and in the case of 
the latter not unfrequently—of course indirectly—matri- 
monial) engagements. 


MUSICAL FESTIVAL AT SALZBURG. 
(FROM OUR SPECIAL CORRESPONDENT.) 


“THREE jubilee concerts in celebration of the fortieth 
anniversary of the accession of his Majesty the Emperor 
Franz Joseph to the throne of Austria” was the official 
title given to the festival held at Salzburg, a most charm- 
ing town, which can furthermore boast of being the birth- 
place of Wolfgang Amadeus Mozart. Here the simple 
room in which his cradle stood, at No. 9, Getreidegasse, 
is still shown, whilst in Vienna, where this great man 
died thirty-five years later, no one can say with certainty 
where his last resting-place was really situated. 


This festival was inaugurated by the “ Mozarteum,” and- 





the able musical director of that institution, Herr Musik- 
director J. F. Hummel, did his utmost to make it a 
success. As he had at his disposal but a small pro- 
vincial orchestra, and had to yield to the somewhat un- 
developed taste of the Salzburg audience, partly drawn from 
the neighbouring baths of Reichenhall and Traunstein, he 
necessarily refrained from undertaking any greater choral 
work, and solo pieces therefore predominated. The 
festival was given in the large old-fashioned hall of the 
Seminary, ‘holding nearly 2,000 persons. Here may be 
seen the full-size portrait of the then governing and all- 
potent prince bishop of Salzburg, who was wont to treat 
the young Mozart as a menial, whilst now, that mighty 
prince is almost forgotten, whereas thousands of people 
flock yearly round Mozart’s statue, and his memory will 
live for ever. Zempora mutantur / 

The first'concert took place on July 24th, and opened 
with Mozart’s “ Krénungs-concert ” in D major; it was 
rendered by Carl Reinecke, who is now one of the only 
exponents of Mozart’s piano concertos. It is true, a player 
of Mozart’s concertos cannot take the public by rapid 
octaves and startling passages, but if he possesses a fine 
and pearling touch, and knows how to “sing on the 
piano,” he will be rewarded by great success. Reinecke 
possesses these qualities, and, by adding two long and 
brilliant cadenzas, even satisfied those who only enjoy 
bravura playing. The pianist was well supported by the 
orchestra under Herr Hummel’s 4é/o7, and was heartily 
applauded. After this, Friiulein Nelly Gabos made her 
first début in the air from Figaro’s Hochzeit, “ Thr, die 
ihr Triebe ” ; this young lady sang well and with musical 
understanding, and but for the unfortunate trembling in 
her voice she would have had a far greater success. Herr 
Siehr, of Munich, followed with Osmin’s air “ Solche 
hergelaufne Laffen,” from Mozart’s Entfiithrung. He did 
it full justice with his fine bass voice, and his performance 
was duly appreciated by the audience. Then Fraulein 
Bianca Bianchi gave an air from Lafswé by Delibes, with 
her wonted virtuosity, and enraptured the majority of the 
audience. It is, however, to be regretted that the cele- 
brated coloratur singer did not choose a composition 
more worthy of her talent. After some songs of Schu- 
bert’s, interpreted by Herr Siehr, and the,“ letter-duet ” 
from Figaro’s Hochzeit, sung by the ladies Bianchi and 
Gabos, the concert concluded with C. Reinecke’s C major 
Symphony, conducted by the composer. Although Rei- 
necke’s music is much cultivated here, this symphony was 
heard for the first time, and, in spite of its serious 
character, produced a deep impression, and was highly 
appreciated. ; 

The attractions of the second concert were Schubert’s 
overture, “ Fierrabras,” and Beethoven’s Violin Concerto, 
played by Herr Rosé, who proved himself a violinist of 
great ability, although his tone is somewhat small to do 
justice to Beethoven’s Concerto. The next item, J. F. 
Hummel’s “ Hochzeitmusik” to the drama Olaf und 
Hialka, is a fine and effective orchestral piece, and the 
conductor of the Mozarteum can be justly congratulated 
on the well-merited success he achieved. The solo 
singers of the evening were Frau Rosa Papier from 
Vienna, and Herr Ritter from Hamburg. The former 
is an eminent dramatic singer, her rendering is noble 
and distinguished, but her voice seems more adapted to 
the stage than to the concert-room. Herr Ritter, with 
his charming baritone voice, sang the air from Marsch- 
ner’s Hans Heiling to perfection. Both artists were 
most enthusiastically applauded. 

The third and last concert was the matinée on July 
26th (without orchestra), and opened with Schumann’s 
Sonata in D minor, for violin and piano, which was 
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written in Diisseldorf towards thé close of that great 
master’s life. It was spiritedly interpreted by Herren 
Paumgartner and Rosé from Vienna, but our impression 
was that the quick movements were taken too fast. 
Frau Rosa Papier gave songs by Franz, Brahms, and 
Schumann ; Fraulein Bianchi some Lieder by Schubert ; 
and Herr Ritter some Lieder by Sucher and Meyer- 
Olbersleben. Herr Carl Reinecke played a Notturno by 
Chopin ; a very brilliant Gavotte and Pastorale from his 
Opera Auf hohen Befehi; a Larghetto by Mozart; and 
his own Ballata, Op. 20. The audience was very ani- 
mated, and every one of the last-mentioned artists re- 
ceived an encore. On the whole the festival has proved 
a decided success. 








OUR MUSIC PAGES. 


THIS month’s Music Pages bring “Jack and the 
Sparrows,” one of Zen Children’s Songs, Op. 196, by 
Carl Reinecke, who knows as no other how to write 
naively and daintily. But to commend the master’s 
achievements in this gevre is like carrying coals to New- 
castle. The composer must by this time be surfeited with 
praise, and the public need not be informed of what it 
knows so well, Moreover, everything that might be said 


is so obvious, and in such music always ought to be so, 
that it is superfluous to say it. 








Rebtelws. 


—@— 

Beethoven's Eighth Symphony, Op. 93, in ¥. Arranged 
for the Pianoforte by E. PAUER. (Edition No. 8,0364,; 

net, Is.) London: Augener & Co. 

IN discussing Beethoven’s eighth symphony, the opinion 
has often been expressed that the master interrupted here 
the onward course of his artistic development. True, the 
forms are not so grand, the means of expression not so 
imposing, as in most of the preceding symphonies, and in 
the ninth; but that is not because he had a desire to 
retrace his steps and return to an earlier style, but 
because of the subject-matter which he had to set forth. 
Whilst in most of the later and latest works the heroic, 
sublime, transcendental, and mystic predominate, he deals 
here with the more humble and homely feelings and sen- 
timents of humanity. In contradistinction to the Heroic 
Symphony, the eighth might be called the idyllic. Every 
one of the four movements—the Allegro vivace con brio, 
Allegretto scherzando, Tempo di Menuetto, and Finale 
(Allegro vi'vace)—expresses the character indicated by us. 
Critics have given to the introduction of a Menuetto a 
significance which it does not really possess. If we 
‘analyse carefully the finely-elaborate texture of these 
several movements, it becomes clear that, notwithstand- 
ing the apparent simplicity, there is an advance of the 


composer’s mastery of thought and craft in this as in 


every one of his important works. 


Symphonies by Foseph Haydn. Arranged for the Piano- 
forte by MAX PAUER. (Edition No. 6,183; net, Is.) 
London: Augener & Co. 

THE fifth of the Haydn symphonies arranged for piano- 

forte solo by Mr. Max Pauer is the seventh of the Breit- 

kopf & Hartel edition (Cc major, #, Adagio), a work 
composed by the master in the last decade of the 
eighteenth century. What strikes one in this, as in all 


the master’s symphonies, is the wonderful combination ! 





of simplicity of means and infinitude of resource. We 
are almost tempted to describe the combination as one of 
poverty and wealth. To aclear-sighted and large-minded 
musician—which definition excludes partisans and wor- 
shippers of fashion—the analysis of a Haydn symphony 
affords as much matter of interest and of wonder as that 
of the most elaborate and most complex work of our own 
time. Talk of progress! The outcome of artistic genius 
is not a thing priceless to-day and worthless to morrow. 
After all, these pig-tailed ancients are not to be despised ; 
and if we despise them it is to our, not to their, discred.t. 


Morceaux Favoris pour Piano & quatre mains. No. 29. 
X. SCHARWENKA’S “ Polish Dances,” No. 1. London : 
Augener & Co. 

XAVER SCHARWENKA€’S Polish Dances are no unknown 
quantities. They have been before the public for years, 
were at once received with favour, and still enjoy this 
favour in all its fulness. Indeed, they must not be ranked 
with the worthless trivialities and the more or less re- 
spectable mediocrities of sa/oz music. They belong toa 
higher class, one in the production of which genius and 
masterly craftsmanship have a share. 


Prelude and Fugue in F sharp minor. Op. 41. Com- 
posed for the Piano by ALFRED NAPOLEON. (Edi- 
tion No. 8,266 ; net, 1s.). London: Augener & Co. 


ALFRED NAPOLEON’S three-part Fugue, preceded by a 
Prelude of some length and a Préambule of three bars 
(two synonymous words nowhere else to be found side 
by side, we think), need not be suspected of being a 
pedantic display of dry learning. It is not so much a 
res severa as a thoroughly gracious and human manifes- 
tation. The short flowing subject is worked out bril- 
liantly, and not without esprz¢ and savoir-faire. 


Zweites Jagdstiick, for the Pianoforte. Op. 245. 
KIRCHNER. London: Augener & Co. 
HUNTING pieces have in all arts and at all times en- 
joyed much popularity. Who could enumerate—not to 
go beyond our own art—all the compositions bearing the 
name of “ La Chasse,” or some kindred title? Kirchner’s 
second “ Hunting Piece,” less elaborate and technically 
less exacting than most of the best-known compositions 
of this kind, deserves an honourable place among its 
fellows, and the attention of those in search of easy and 

attractive music. 


By F. 


Impromptu Valse, pour le Piano. Op. 144. Par AL-. 

FONSO CIPOLLONE. London: Augener & Co. 
SIGNOR CIPOLLONE’S Op. 144 is a pleasing specimen of 
the waltz kind. The composer eschews eccentricity, and 
yet manages to say something which is not exactly like 
something else. Having within him the idea of a waltz, 
and the power to realise that idea, he need not painfully 
imitate this or that particular waltz, this or that waltz- 
composer’s style. 


Bunte Blatter (“ Leaves of Varied Hues”). Kleine Ton- 
stiicke fiir das Pianoforte zu vier Hinden. Von 
CORNELIUS GURLITT. London: Augener & Co. 


OF Cornelius Gurlitt’s new series of easy piano duets 
(Op. 163) we have now Nos. 3 and 4 before us. They 
are representatives of the sad and the gay, being a 77aver- 
marsch (Funeral March) and a Humoreske (Humorous 
Piece). We like them even more than their predecessors. 
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ILLUSTRATIONS TO 
A STUDY OF THE ART OF ACCOMPANIMENT 
IN THE 17th & 18th CENTURIES. 
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C. REINECKE’S 410 CHILDRENS SONGS. 


Op. 196. N° 8. 
JACK AND THE SPARROWS. 


Allegro ma non troppo. 
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Ye Merrie Times; Bourrée for Pianoforte. 
MuNRO. London: Augener & Co. 

AN unpretentious but pretty piece. Where everything is 

so simple, further comment seems to us superfluous. 


By D. R. 


“ The Morven” Waltz. By WALTER DE WATTEVILLE. 
Edinburgh : Methven, Simpson, & Co. 

THIS waltz will, no doubt, find many admirers, and we 

concede at once that it sounds well and is excellent for 

dancing, although we have to add that there is in it a| 

lamentable absence of originality. Again and again we | 

seem to hear something we have heard before. 


Saltarelle pour Violon et Piano. Par EDWARD GERMAN. 
(Edition No. 7,370; net, Is.) London: Augener 
& Co. 
MR. GERMAN’S Salterelle isa piece full of sprightliness 
and movement. The violin part, z.2., the principal part, 
will be found telling and by no means difficult. In the 
opening and closing sections in § time, the composer hits 
off very well the character of the Salterelle, while the 
more /egato middle section in 2 time forms an agreeable 
contrast to the s/acca/o matter of the rest of the composi- 
tion. 


Cecilia. Organ pieces in diverse styles. 
BEsT. Book XXXIX. (Edition No. 5,839 ; net, Is.) 
London: Augener & Co. 

THE present book is an entirely English one. Mr. Best 

opens the proceedings with a “Concert Fantasia on Old 

English Airs,” in which he sets forth, strings together, 

variates, and elaborates, in a popular and at the same 

time musicianly style “There was a jolly miller” (1685), 

“Come unto these yellow sands” (Purcell, 1680), “ Since 

first I saw your face” (Ford, 16407), * Hark! the lark at 

heaven’s gate sings” (Cooke, 1770), “ Down among the 
dead men” (about 1705), and War Song, “ Come if you 
dare” (Purcell. 1680). Mr. Best’s Concert Fantasia is 
followed by an excellent Fugue-in G major, by Samuel 


Edited by W. J. 


Wesley, which is distinguished by a grace and airiness | 


not usually found in this master’s compositions. 


“Tove Wakes and Weeps.” Serenade for Voice with 
Pianoforte Accompaniment. By H. HEALE.  Lon- 
don: Auvener & Co. 

WE have already reviewed the original of the song (in 

D flat) of which this is a transposition (in B flat, with the 

vocal part written in the bass clef), and therefore need do 

no more than mention the fact, and recall to the reader’s 
mind our favourable opinion. 


Songs of Moor and Mountain. Twelve Two-part Songs 
for Female Voices, with Pianoforte Accompaniment. 
Op. 19. By HERBERT F, SHARPE. (Edition No. 
4,1254, 2, m, net, 3d.each.) London: Augener & Co. 


OF this series of two-part songs for female voices there 
lie now before us the three concluding numbers : 
Hunters,” “ Ye Mighty Rocks,” and “ Hymn to Nature.” 
Although not unworthy of their elder sisters, they come | 
—with the exception perhaps of the fresh and lively | 
“The Hunters”—hardly up to the best of them. But 
for this the poet is, in part at least, responsible. His 
words seem in these cases less inspiring, less craving for 


“ The | 


union with the tuneful art. By the way, in the cpening 
bars of the “Hymn to Nature ” we recognised a remi- 
niscence of one of Liszt’s Covso/ations. 


“ The Lord is my Shepherd” (Psalm XXIII.). By F. SCHU- 
BERT. Arranged for four Female Voices, with Piano- 
forte Accompaniment. By H. HEALE. (Edition 
No. 4,347 ; net, 6d.) London: Augener & Co. 

| THIS arrangement for two sopranos and two altos of 

| Schubert’s expressive ‘The Lord is my Shepherd,” re- 

| commends itself on various accounts—here are three of 

‘them: The sacredness of the words, the beauty of the 

composition, and the teaching qualities of the music. 

The latter—namely, the teaching qualities—consist in the 

cantabile (adagio) style, and the difficulties of intonation 

caused by abrupt modulations. 





Harvest Cantata, for Sclo Voices, Chorus, Orchestra, and 
Organ. Op. 43. By JAcoB BRADFORD. London: 
Novello, Ewer, & Co. 

It is not given to every one to be a Mozart, or even a 

Mendelssohn, but that is no reason why we should not 

show some sympathy with, and appreciation of, more 

modest achievements, though they may be efforts :ather 
than inspirations. In Dr. Bradford’s cantata we recog- 
nise an estimable musicianly production, which will be 
found of use on the occasions for which it is intended. 

The composition, set to words for the most part de- 

rived from the Bible and hymns, consists of: (1) Intro- 

duction and Choral ; (2) Air for Soprano; (3) Chorus; 

(4) Duet for Soprano and Tenor ; (5) Choral Recitative ; 

(6) Chorus, Fugue, and Choral. 


“O Lord, rebuke me not.” Anthem. 

SON. London: Patey & Willis. 
Mr. SIMPSON’s anthem does not call for much comment, 
eit.er laudatory or the reverse. We may, however, point 
|out the false relation between soprano and bass in the 
second bar of the last line on page 3. 


By GAYNOR SIMP- 








Sanne 


By J. B. K, 


oe 
ROYAL ACADEMY OF MUSIC. 


THE Royal Academy, stimulated perhaps by the example 
of the Royal College of Music, gave an “ Operatic class ” 
performance on the platform of their own concert-room, 
with appropriate costumes and scenic accessories cn a 
modest scale provided for the occasion. It is gratifying 
to state that this trial performance proved on the whole a 
great and in some respects a surprising success, notably 
and foremost as far as the diamatic talents of the young 
ladies are concerned ; such ease of deportment and act- 
ing as shown, especially by Miss Julia Milde and Miss 
Johnstone, being indeed scarcely credible without long 
stage practice. This is still more remarkable when the 
difficulties of the selection—consisting of the whole of 
the second act of R. Wagner's Flying Dutchman, the 
|famous Trio from Cimarosa’s A/atrimonio Segreto, and 
| three scenes from Meyerbeer’s /totle du Nord—are taken 
into consideration. With regard to the singing, Miss 
| Johnstone was somewhat overweighted as Senta, whilst her 
poetical profile realised that lovely creation to perfection. 
She did better in the lighter music allotted to MeyerLeer’s 





208 


THE MONTHLY MUSICAL RECORD. 


(September 1, 1888, 





Catherine, in which vé/e in another scene Miss Julia 
Milde shone to great advantage by a clear voice and 
clever vocalisation, no less than by appropriate acting, 
added to uncommon personal attractions. This young 
lady should have a successful artistic career before her. 
This last remark applies most emphatically likewise to 
Mr. David Hughes, who, as the Czar Peter, displayed a 
bass voice ofrare beauty and power, which he uses—with- 
out the slightest effort, with perfect purity of intonation 
and considerable skill—to such admirable effect that his 
gaucherie as an actor could be readily forgiven, the men 
in general at this class being—unlike the ladies, gifted 
with natural animation and grace—worse actors than 
singers. Mr. Henry Heyes is entitled to considerable 
commendation for a baritone of pleasing quality and ex- 
cellent expression, exhibited in the arduous part of the 
Dutchman ; and a word of praise is due to the sprightly 
acting and fencing (with real swords, producing an almost 
uncomfortably realistic impression so soon after a recent 
Parisian event) of Miss Isabelle Davies and Miss Ger- 
trude Findon (who also took part in the Matrimonio) as 
the two pretty Vivandiéres in Meyerbeer’s famous tent 
scene. The other soloists—Mrs. Stephenson, the Misses 
Bernstein, Jeannie Mills, MM. Collwyn Thomas, Evan 
Jones (Tenors), and Moore (Bass) did more or less well 
in their respective parts; and the Spinning Chorus in 
Wagner’s work was given with great precision, freshness, 
and variety of expression, by about thirty female voices. 
Considerable credit is due to the musical conductor, 
Signor Ettore Fiori, the dramatic director, Signor Gus- 
tave Garcia, and the pianoforte accompanist, Mr. Stanley 
Hawley, for the successful result of this promising experi- 
ment, at which Dr. A. C. Mackenzie, Principal of the 
Royal Academy, was present. 

The Royal Academy of Music gave also a Students’ 
Orchestral Concert at St.:James’s Hall, containing numer- 
ous features of excellence and interest, amongst which 
very special mention must, however, be accorded to Miss 
Dora Bright’s Pianoforte Concerto in A minor (MS.), 
which evidences a creative talent altogether out of the 
common—a work full of bright and original fancy and 
melodious inspiration of a high order, coupled with excel- 
lent workmanship. The delightful second subject of the 
first movement, —— Moderato, and the succeeding 
Intermezzo—a veritable gem—in particular, any living 
composer might be proud to own. The sparkling Finale, 
although equally fascinating, is perhaps rather too short 
(a fault in the right direction), and would probably be im- 
proved by the interpolation of a sostenuto subject. Some 
critics discovered Mendelssohn’s style in the Concerto ; 
but this means a certain sameness of harmony, which is 
certainly not a characteristic of Miss Bright’s composi- 
tion. The orchestral colouring is exquisite throughout, 
and the fine work received a first-rate rendering by the 
gifted composer (pupil of E. Prout) who, with some other 
lady composers recently come to our notice, seems des- 
tined distinctly to negative the generally accepted axiom 
that the female sex is destitute of creative talent in music. 
The other instrumental solo performances were: The 
Andante and Rondo for flute, from B. Molique’s old- 
fashioned Concerto in D, Op. 69, played neatly and with 
a full tone, especially in the cantabile passages, by Mr. 
Frederick W. Griffiths (teacher, A. P. Vivian); Schu- 
mann’s beautiful “ Concertstiick,” Op. 92, for pianoforte, 
given with a crisp touch, becoming vigour, and excellent 
technique, but at a speed somewhat detrimental to proper 
expression, by Miss Webb (pupil of Westlake) ; the first 
movement of Beethoven’s great Violin Concerto, well, 
mechanically, but rather coldly played by Mr. Gerald 
Walenn (teacher, P. Sainton) ; the first movement from 





Beethoven’s monumental work in C minor, and Liszt’s 
romantic Concerto in E flat, both capitally executed by 
MM. Frank Howgrave and Edgar Hulland (A. O’Leary, 
teacher of the last named) respectively. The vocal selec- 
tion consisted in Mendelssohn’s somewhat conventional 
Motet, “‘O Lord, Thou hast searched me out,” sung with 
good intonation and expression by a female quartet and a 
female choir ; Saint Saéns’ scholastic and uninteresting 
quartet, “ Right are the Statutes,” for male voices; the 
florid air, “I will extol Thee,” from Costa’s Zz, rendered 
by Miss Martha Davies (teacher, Signor Fiori), with a 
bright, even, and extensive, if scarcely sufficiently volu- 
minous soprano, and artistic style; Gounod’s “ Salve 
Dimora,’ in which Mr. Maldwyn Humphreys (teacher, 
A. Randegger) displayed a sympathetic, though not 
powerful tenor voice, and good training, and Mr. G. H. 
Wilby (Pupil of Burnett) a somewhat faulty intonation 
on the violin, probably through nervousness; and a 
pleasing and well-written Barcarole (MS.), by Arthur E. 
Godfrey (teacher, Davenport), in which Miss Greta Wil- 
liams’s genuine contralto was heard to advantage (teacher, 
Holland). 

The new spirit which guides this time-honoured institu- 
tion since Dr. A. C. Mackenzie’s recent assumption of the 
onerous duties as principal was clearly manifested, z/er 
alia, by the selection of A. Dvérak’s Polka and Furiant, 
Op. 39 (fancy a polka at the Royal Academy ; but wat a 
polka !), and by the life and fire which were infused into 
the performance of this stirring and characteristic orches- 
tral piece, as well as into the various important orchestral 
accompaniments, under the baton of the Principal, who, 
by way of another new departure —e¢ four cause /—con- 
ducted the whole of the music in person. But why did 
the worthy principal, in the case of Mr. Gerald Walenn, 
permit an infraction of the excellent rule stated at the head 
of the programmes, “ No repetition of a piece or recall of 
a performer is allowed at these concerts ”—implying a 
distinct slight to other equally good, or perhaps even 
better performers? Or are those students to enjoy a 
preference whose friends*have the worst manners ard the 
biggest hands? 


SIGNOR BOTTESINI gave a concert at St. James’s Hall. 
Frequent as have been the opportunities of hearing him, 
this artist’s extraordinary virtuosity on the double-bass 
excites fresh wonder at each performance, by refined ex- 
pression no less than bya marvellous /echnigue. Although 
it may, in one sense, be an object of regret that Signor 
Bottesini did not direct his exceptional gifts to a more 
melodious instrument, yet even the double-bass acquires 
in his hands an attraction of its own, by the frequent use 
of the limpid, bell-like harmonics so effectively contrasted 
with the sonorous tones of the lower strings, whilst the 
timbre of the middle notes must certainly remain un- 
sympathetic. It is certain, however, that as a composer 
of admirable concerti and smaller pieces full of originality 
and charm, Signor Bottesini has not been appraised at 
his full value. They, or many of them, should be trans- 
ferred to the violoncello. For who is to play them besides 
Signor Bottesini, except, perhaps, Herr Blasius Fischer, 
who seems to have astonished Viennese audiences with 
his Faust Fantasia after Sarasate last season. At the 
concert under notice, Signor Bottesini gave as his soli, 
besides the irrepressible “ Carnaval de Venise,” a delicious 
“ Gavotte” and “Rondo de Concert,” both for the first 
time, and a brilliant Duo for Violin and Contrabasso, 
from his pen, the last-named with the assistance of that 
eminent and far too seldom heard artist, Signor Guido 
Papini, who also achieved a remarkable success with 
some fascinating morceaux, “ Nuit Etoilée” (Romance), 
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and “Capriccio alla Calabrese,” of his own, and Signor. Tito 
Mattei played his clever and “ taking” valse “‘ Vesuvio” 
with corresponding effect. The vocalists included the 
familiar names of Miss Annie Marriott, Mme. Antoinette 
Sterling, MM. Sims Reeves, Ria, Maybrick, Frederic 
King, and Abramoff, whose bare mention will suffice. A 
special word of recognition should, however, be given to 
the sympathetic rendering by Mme. Sandon of the 
devotional air, “ Deliver me, O God,” from the concert- 
giver’s excellent cantata, Garden of Olivet, and to 
Mime. Fanny Rubini-Scalisi’s dramatically expressive 
delivery of an aria by Boito. MM. W. Ganz, Romili, 
Denza, Tito Mattei, and Sidney Naylor, did excellent work 
as accompanists. Numerous recalls and (the seemingly 
inevitable) encores testified to the gratification of a 
numerous audience. 








Musical Protes. 


—@~— 


At the Paris Opéra directors and artists are busy with 
the adaptation of Gounod’s Roméo et Juliette (which 
hitherto belonged to the Opéra-Comique) and the study 
of Saint-Saéns’ Ascanio. A ballet adzvertissement in the 
latter work occupies greatly the attention of all those 
concerned in its production. The time of the action is 
that of Francois I., the place Fontainebleau. 

AMONG the works which M. Paravey has accepted for 
performance at the Opéra-Comique, there is Z’Escadron 
volant de la reine, by the librettists Dennery and Brésil, 
and the composer Henry Litolff. The new opera of 
Massenet, which was to make its entry into the world 
under the name of Pertinax, has now been entitled 
Esclarmonde. 

GOUNOD is at work on Charlotte Corday, his opera for 
the Opéra-Comique ; Léo Delibes has in hand a Kasséa. 

THE first performance of the next season at the Odéon 
will be Racine’s A/¢halie, Lamoureux’s orchestra and 
chorus providing the incidental music. 

EUGENE BERTRAND, of the Eden Théatre, has con- 
ceived the happy idea of giving in the course of the 
winter morning performances of Félicien David’s Le 
Désert. These performances, however, are to be scenic 
(not concert) performances. 

THE new director of the Chateau-d’Eau, Martial 
Santerre, is going to give to this theatre the name cf 
Théatre-Lyrique, and intends to produce next season 
many new and, to the Parisians of to-day, little-known 
operas. Gevaert’s Quentin Durward and Benjamin 
Godard’s Jocelyn are mentioned, and rumour brings to 
our ears the name of Capoul in connection with the 
principal part in the latter work. 

THE Théatre de la Monnaie of Brussels will reopen in 
September with Reyer’s Szgurd, which will be followed by 
the Meistersinger and Lohengrin. 

THE headquarters of the Allgemeine Richard Wagner 
Verein has been removed from Munich to Berlin. The 
directors elected at the last meeting are as follows :— 
Graf Waldersee, Freiherr von Seckendorff, Erbprinz von 
Hohenlohe-Langenburg, von Chelius, Hans von Wolzogen, 
Hofkapellmeister Joseph Sucher, Erdtmann, von Vignau, 
and von Puttkammer. One musician among these nine 
directors of a society with high artistic aims! To say the 
least, the choice lays the electors open to ridicule. 

VeRDIs Ofhello will next season be performed in 
Berlin, with Herr Niemann and Madame Sucher respec- 
tively in the title-7é/e and that of Desdemona. 

Most favourable accounts continue to come from 

\ 





Bayreuth. The pilgrims who were there speak of what 
they heard with the greatest enthusiasm. Not that they 
praise every detail. Thus, for instance, the chorus is 
generally said to be inferior to those of former festivals. 
This, however, is the only defect about which there is any- 
thing like unanimity. On the other hand, while somesay 
that Mottl takes the emp too slow in Parsifa/, others 
assert that he takes them exactly as they ought to be 
taken ; and while some say that this or that singer is not 
all that could be desired, and that the orchestra does not 
play with the same refinement and certainty as formerly, 
others assert that they have never heard anything so 
perfect before. ‘The highest admiration is called forth by 
Madame Sucher (Kundry and Evchen), Madame Materna 
(Kundry), Madame Malten (Kundry), Madame Bettaque, 
of Bremen (Evchen), Van Dyck (Parsifal), Gudehus (Par- 
sifal and Walther), Scheidemantel (Hans Sachs anl 
Amfortas), Friedrichs, of Bremen (Beckmesser), and Hof- 
miller, of Darmstadt (David). 

AT Munich has been found the score of a Bayerische 
Schiitzen Marsch which Meyerbeer wrote for and sent to 
Louis I. of Bavaria in 1829. 

HOFKAPELLMEISTER J. ABERT having retired, Dr. 
Klengel has been appointed to the post thus vacated. 

WAGNER'S tetralogy The Ring of the Nibelung was 
performed at Dresden in the second half of last month— 
Das Rheingold on the 21st, Die Walkiire on the 23rd, 
Siegfried on the 25th, and Die Goétterdimmerung on the 
27th. 

Suppt’s operetta Boccaccio attained lately in Berlin, at 
the Friedrich-Wilhelmstidtische Theater, the 2ooth per- 
formance. 

ELBERFELD has built a new theatre, which will be 
opened on the 6th of September. Essen is following 
this good example, a wealthy citizen having supplied a 
considerable part of the necessary funds. 

THE Swedish Rigsdag has refused to continue the 
grant to the royal theatres of Stockholm ; but Kapell- 
meister Nordquist has undertaken the management of 
the Opera with a subvention of 60,000 crowns from the 
King’s private purse. 

WHEN we reported last month that Kapellmeister Levi, 
of Munich, was dead, we were misled by the generally 
well-informed Meénestrel. 

From Berlin is announced the death, on August’ 8th, 
of Musikdirector and Professor Friedrich Wilhelm Jahns. 
Although known as a teacher, composer, and conductor, 
his chief claims to fame are his works on Carl Maria von 
Weber. 

AT Wiesbaden died, on July 26th, Albert Parlow, the 
dance composer and conductor. 

WE hear also of the death, at the age of 62, of Isaac 
Strauss, the successor of Musard at the Paris Bals de 
lOpéra. He was a native of Strasburg. 

IT is with much regret that we read of the death of 
William Chappell, F.S.A., which took place on August 
20. Born on November 20, 1809, he was brought up in 
his father Samuel Chappell’s music publishing business 
(which he afterwards conducted for a number of years 
along with his brother Thomas), founded the Musical 
Antiquarian Society, and distinguished himself by several 
works on music. The most important of the publications 
from his pen are: Collection of National English Airs, 
consisting of Ancient Song, Ballad, and Dance Tunes, 
interspersed with Remarks and Anecdotes, and preceded 
by an Essay on Minstrelsy (afterwards expanded into 
Popular Music of the Olden Time), and History of Music, 
Art and Science, from the Earliest Records to the Fall of 
the Roman Empire—the former an admirable work, the 
latter curious rather than satisfactory. 





THE MONTHLY MUSICAL RECORD. 


[September 1, 1888. 





GRADUS AD PARKNA 


NEW 


100 


SSUM. 


Studies for the Pianoforte 


SELECTED, THE FINGERING SUPPLEMENTED, AND REVISED BY 


BH. PAUER. 


aj ° 


A—Scales and Velocity (993) net 


1. J. N. Humm?], inc 
2. L. Berger, inc 
3. C. Mayer, in a flat 
4. L. Kohler, inc 
5. Ch. Czerny,inc ... 
6. F. Chopin, in a minor 
7. C. Mayer, in p flat... ss 
$8. Mendelssohn - Bartholdy, 
in A.. oe 
.C. EB. i r, Weyae, i in c minor 
.3.C. seentee,’ in F minor 
. F. Chopin, in cI minor ... 
. F. Liszt, in r minor 
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B—Studies in Thirds and Sixths 
(9932) net 10 
13. H. Seeting,inc ... 
14. C. Mayer, in p flat... 
13. J. Brahms, in A minor 
16. J. N. Hummel, in p flat 
17. F. Kalkbrenner, in 5 flat 
i8. L. Kohler, inc os 
. F. Hiller, in p flat minor... 
. FP. Chopin, in Gf minor ... 
. J. C. Kessler, inc 
. C. Czerny, ina 
. J. Brahms. in F minor 
. A, Henselt, in rt... 
. F. Chopin, in p flat 
. F. Bendel, in b flat minor 
. F. Liszt, in rf 
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C—School of the Shake (9933) net 5 


. F. Kalkbrenner, ins ... 

. L. Berger, inc me 

. C. Mayer, inp flat... a. 

. J. C. Kessler, in 5 minor 

. J.N. Hummel, in 8 flat minor... 
. L. Kohler, in a flat 

. F. Hiller, in c minor 

. Th. Dohler, ins ... 
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d. | if 
D—School of the Arpeggio 
(9934) net 10 
. R. Willmers, inc 
. L. Kohler, ia F 


q Mendelssohn-Bartholdy, i in 
F minor 


. L. Berger, inc 
. J. N. Hummel, in v 
. C. Mayer. in Ff 
. H. Seeling, ina minor ... 
. A Loeschhorn, in G flat 
. J. C. Kessler, in cf minor 
3. C. Mayer, in & flat... 
. St. Heller, inc 
. F, Chopin, in a flat 
. W. Taubert, in D minor... 
| . A, Henselt, in p minor ... 
0) . F. Liszt, in Ft 
6} 
°/E—Wrist Studies (9935) 
. F. Chopin, in c flat 
. A. Henselt, in £ flat minor 
. L. Kohler, inc 
. Th. Dobler, in p flat 
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| 
“a F—School of Octaves (9936) 
| . F. Hiller, inc 
. W. Taubert, in F minor. 
. J. Brahms, ina minor ... 
. E. Pauer, ins 
. J. N. Hummel, in Gc minor 
. L. van Beethoven, in F 
. C. Mayer, in a minor 
. J. Schulhoff, in p flat minor 
. L. Kohler, ins 
. C. Mayer, in F 
. F. Hiller, ins ae 
66. J. C. Kessler, in c minor 
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G—Studies in Chords (9937) net 2 
67. F. Hiller, in c minor 
68. J.C. Kessler, in F 
69. C. V. Alkan, in ctt 
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@.\H—Extensions in Arpeggio 


Chords (9938)... 
70. F. Chopin, inc 
71. A. Henselt, in p flat 
6 72. H. Seeiing, in a flat 


0 


| I—School of the Staccato (9939) net 
73. C. E. F. Weyse, inc 
. F. Kalkbrenner, in B flat minor 
. F, Hiller, in a minor 
. C. Mager, ia E flat... 
. A. Loeschhorn, inc 
. J. C. Kessler, ins 
. W. Taubert, in a minor... és 
. Mendelssohr-Bartholdy, inE 
. F. Liszt, ine dis. cage 
- Tb. Dohler, in a minor ... 
. & Thalberg, in £ flat 
| . C. M. v. Weber, in b flat 
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| K—School of the Legato (9940) net 2 
852. Mendelssohn - Bartholdy, 
in E minor.. 
, Rheiielanatis - Bartholay, 


in c.. eee 
86a. R. Sihintiaie, | inc 
8:d. e.. Schumann, in D minor 
. R. Schumann, ine 
87. J. N. Hummel, ina 
88. A. Henselt, in B flat 


L—School for the Left Hand 
(9941) net 10 
89. A. Loescbhorn, in G minor 
. C. Mayer, in p minor 
. A. Loeschhorn, in £ flat 
. F. Hiller, inc 
. C. Mayer, in c minor 
. J. Brahms, inc 
. A. Henselt, in & flat 
. F..Chopin, in c minor 
. W. Taubert, in p flat 
. Th. Dohler, ins ... 
. B. Pauer, in a flat... 
. R. Willmers, in z... : ve 
“i ~~ the Left Hand only. 
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A ZSCEDARIAN (THE) IN PIANOFORTE 


PLAYING. -Elementary Pianoforte School, arranged in easy steps 
Jead‘ng from the first beginning up to the degree of ‘difficulty in Clementi's 
1st Souata in c :— 

Part I. 17 Melodious Pianoforte Duets. 
the Pupil) within the a ot five notes. 
only used ; no rests ‘ . 


Part II. 10 Melodious Pianoforte Duets. The Bass (for 
the Pupil) within the compass of five notes. Duets 
1 to 6, only crotchets and no rests. Dues 7 to 10, semi- 
breves, minims, and crotchets used... od ssa “ 


Part III. Introduction to the Rudiments of Music. Dette 
Exercises, Duets within the compass of five notes of 
a value, Airs and Melodies as the Treble clef 
only poe oe ve 


The Treble (for £ s. d. 
Crotchets 


Part IV. Daily Exercises, 


sade Instructive Pieces, Airs and 
Melodies “ee 


Part V. Daily anit Variations, Airs, Pieces, &c., 
leading up to the ies of difficulty of Clementi’s 1st 
Sonatina in c ” 


London : AUGENER & CO., 


( URLITT’S POPULAR PIANOFORTE 
TUTOR. 

Part I. The Elements of Music, Elenentary Five-finger Exercises, 
‘The Scales, 6 Melodious and Easy Duets, 20 Popular Meludies and 
Pieces in c major and a minor. 

ParriIl. Exercises in Double Notes, Scale Exercises in G major, E minor, 
F major and D minor, 27 Popular Melodies in c, G, F, and E major, and 
D minor. 

Part III. Grace Notes or Ornamen‘s, Arpeggios, the major and minor 
scales, 15 Popular Melodies in various keys. 

80 Folio Page . Complete, in paper cover, 5s. ; bound in boards, 6s. 


AUGENER & CO., Sole Addresses :—86, Newgate Street, E.C., and 
1, Foubert’s Place — Conduit ene W., London. 


° 4 
Newgate senees and Foubert’s Place. 


NEW | RE- ARRANGED EDITION. 


RAINING SCHOOL for the PIANOFORTE, 
Selected, Arranged, Revised, and Fingered by E. PAUER. 
First Step. 

Book I. Flementary Principles and Rules of Music; 13 very easy Studies 
in C major; 1o Very Easy Pie.es ; 9 National Ais inc major (Treble 
clet only). 

Book II. 19 Studies and Scale Exercises; 5 Very Easy Pieces; 12 
Popular National Melodies. 

Book III, Exercises for gaining Velocity; Melodious Pieces; Italian, 
German, Russian, and French Airs, all in the ‘Treble Clef. 

Book IV. Exercises for gaining Velocity ; Tuneful pieces by Gurlitt and 


Hayda; 8 National Airs iu C major and A minor (introducing the Bass 
clef). 


Second Step. 
- Book V. 


by 
. S. Bac 
Book VI. Exercises for acquiring Velocity; Melodious Pieces by Haydn 
and Volkmann; Old Dauces by Gluck, Handel, Purceil, Lu'ly, &c 
Book VII. Exercises for acquiring Vel sity ; Easy Lessons by Volkmann 
and Gurl:tt: Muszttes by J. S. Bach aud Montéclair; Passecailles by 
Handel and Gervais. 


24 Preparatory Exercises; Studies of Velocity ; Six Easy Pieces 
Miiler, Volkmann, and Reine-ke; Old Dances by Coreili, 
Bach. 


Third Step. 

Book VIII. Shake Studies by Pauer, Loeschhorn, A. Schmitt; Arpeggio 
Exercises ; Easy Pieces by Gurl.tt, Beethoven, and Schumann ; Classical 
Dances by Muzart, Clementi, Marschner, and Mendelssohn. 

Book IX. Studies by Pauer ; Arpeggio Studies; Pieces by Gurlitt, Pauer, 
and Gade ; Classical Dances by Mayseder and Czerny. 

Book X. Studies ; Pieces by Beethoven, Diab-lli, Schumann, and Hummel; 
Classical Dances by Mozart, Beethoven, and Schubert. 

Fourth Step. 

Book XI. Daily Practice by Cram-r; Pieces by Handel, Bach, Dussek, 
Jensen, Clementi, and Gade. 

Book XII. Studies by Handel and C. P. E. Bach; Pieces by Clementi, 
Jensen, and Kirchner. 

Book XIII. Pieces by Kirnberger, C. P. E. Bach, Schubert, Reinecke 
and Moszkowski. 

Price 4s. each Book. 
AUGENER & CO. Sole Addresses :—86, Newgate Street, E.C., and 
1, Foubert’s Place (opposite Conduit Street), W., London. 


O SCHOOLS. — SUITABLE SELECTION 


PARCELS OF MUSIC are sent out on approval, with liberal dis- 
count. Returns tote made atthe end of the term. Ca'alogues gratis.— 
AuGaner & Co., Schcol Department, only at 36, Newgate Street, London. 








FoR FEMALE VOICES. 


Octavo shape. Net. 
Ss. 


I 


OCAL DUETS 


With Pianoforte Accompaniment. 


No. 
8961a ABT, F. Twelve Two p:rt Songs.. we ‘a “ oo 
89615 —— ‘Ten Two-part Songs an on ia ww I 
&95ic —— Songs of Woodland and Field. ‘Twelve Poems by Rev. 
R. H. Cave.. 
89612 —— Buds and Blossoms. 
8961e —— Songs of Summer time. 
Oxenford... “a 
The Return of Spring ee 
Fo he Woods, the Woods 
Roat Song... 2 
Easter Song 
‘The swallows’ Farewell 
Sabbath Bells : 
The Joys of Life , ese 
ANDRE, A. Six Two-part Songs for Treble Voices 
BRAGA, G. The Angels’ Call. Arranged by H. Heale 
BRAHMS, J. Three Duets for Contraltoand Soprano .. ‘ 
GOTTSCHALK. Slumber On. Cradle Song. Arranged by 
eale 
GOUNOD, C. The Elfs Trip. Anenged by H. He: ale “ 
— ‘The Guardian Angel (L’ange gardien). Arranged by 
H. Heale _... ee ne on " we one ome 
Broken Reeds. Arranged by H. Heale 
Serenade. Arranged by H. Heale... 
HEALE, H. Hunting Song (Pianoforte ad lid. ) 
We'll go a-Maving (Piano/orte ad Ub.) . 
The Rovers (Psanoforte at lib.) 
Dri ting (PianYorte ad ti.) . 
When Golden Stars (?faz- forte ad hb, ) 
3ehold the Dawn (Pianoforte ad 2.) 
KUCKEN. Vocal Duets... 
Book 1. Nos. 1 to 6.—Book IT. 
LEE, MAURICE. May Day. scieiuaae de Louis XV. si Ar- 
ranged by B. Liitgen ; - 
8972 MENDELSSOHN, F. 16 Two- part Song s unt. se 
8970a4 Book I. Nos. 1 to 7.—Book Il. Nos 81016 ... each 
8972a REINECKE, C. ‘The Miil (D.e Mithle), Arranged adi 
eale 
89726 — Rata: lin (Rataplan). 
89720 


“+ 


Twelve Poems by Edward Oxenford 
Twelve Poems by Edward 


We #8048 Oho 


La lewuw»www | 


we 


PWWEWW BUS 


967 ae eee 
896706 Nos. 7 to12... each 


41co 


Arran ged by H. Heale ... ~- 
Arranged by 
H. Heale 
Parcarolle (Das $ h’ filein). Arranged by H. Heale 
Snowwh te (Scnneewittchen). Arranged vy H. Heale 
RUBINSTEIN, A. 18 Vocal Duets . 
Book I. Nos. 1 to 6.—Book II. Nes 7 to 1: 1:.—Book Il. 
Nos. 13 to 18 «oo Gach 
— The pve, baa Engel). *” Revised by ‘H. Heale ... 
—_ Wanderer’ s Evening Sung (Wanderer’s Nachtlied). 
vised by H. Heale . at 
— The Night (Die Nacht). ” Revised by H. Heale ... 
SCHUBERT, F. Hark! hark! the Lark. A rates by H. 
Heale.. . 
SHARPE, ‘HE RBERT. Sungs of ‘he Near. 
Oxenf rd. 12 Duets a ‘ 
8373ad Books I and II.. 
— Twelve Two-part ‘Songs. 


89774 


8972 
8972e 
8973 
897306 


412i 


4122 Re- 


4123 
8476 


8978 


‘Words by E. 


Op. 8 
8977" 
89774 


Autumn Flowers. 
Soft Western Wind. 
Scented Zephyrs. 
The bats. 

Fade not Yet. 
8977" Early Morn. 


Op. 19 :— 


Lo, Smiling Spring. 
Summer Dreams 

Hark! t e Songsters. 

The Cristed Waves. 

The Slave Girl and the Bird. 
In Twilight's Hour. 


Songs of Moor and Mountain. 


The Eagle’s Net .. 
Bleak i» the Moor 
From crag to crag .. 
O’er the heather oe 
s¢ Haktothe Wind .. 
* ‘the firs are sighing 
The witches’ glen 
See the rushing torrent 
On the mountain crest 
The hunters .. 
Ye mighty rocks 
Hymn ty nature 


Pbittartobas 


WWWEEWWEWWWW 


4lagmn - ee - «a « 
SONGS FOR THE YOUNG. — by H. Heale :— 
8980a Twelve Two-part Songs by Abt, ‘lauber , and Reinecke 
€9806 Six ‘'wo-part Songs by Brahms Kiic ken, and Abt 
8980c . Six Two-part Songs by Mendelss.hn, Rubinstein, and Heale 
898: TAUBERT. Cradle Seng. Arranged by H. Heale. ... 
8982a —— Good Evening (Guten Abend). Arranged by H. Heaie 
898.6 —— Cradle Song (Sonne hat sich miid gelauten) 
8982c —— The Artful He ge Sparrows (Vou listigen Grasmiickle: n). 
A ranged by H. Heale 
WEBER, F. The Family Singing Book. 
Songs and Duets . ae we 
8951a6 ‘The same in ‘I'wo Books ... we each 
4150 WEKERLIN, J. B. The Daisy. Aausged ty i. Heale ... 


London : AUGENER & CO., 86, Newgate Street, E.C., and 
1, Foubert’s Place, W 


8551 F Fifty five e Easy 
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LD ENGLISH COMPOSERS 


: for the Virginals and Harpsichord. A Collection of Preludes, Gal- 
liards, Pavanes, Grounds, Chaconnes, Suites, Overtures, Sonatas, &c. 
Selected, Revised, and Edited by E. Paver. With Portrait of Purcell, and 
Biographical Notices by W. A, BARRETT, Mus. Bac. Oxon. Cloth, gilt sides 
and edges. (Augener & Co.’s Edition, 8,300), net 10s. 6d. 


WILLIAM BYRDE (1546—1623) 


Galiardo. A minor. 
Galiardo Secundo. 
Brownlo. A minor. 
Sellenger’s Round, c. 
The Carman’s Whistle. c. 


Preludium. c. 

Pavana. S. Wm. Petre. Gc minor. 

Galiardo. G minor. 

Preludium. c. 

Pavana. The Earle of Salisbury. a 
minor, 


Mrs. Mary 


DR JOHN BULL (1563—1628) 

Galiardo. G. 

Galiardo. bp minor. 

Galiardo. pb minor. 

Les Buffons. c. 

Courante Jewel. c. 

ORLANDO GIBBONS (1583—1625) 

The Lord of Salisbury his Pavin. 
minor. 

The Queene’s Command. c. 


Eesletion. G. 

e King’s Hunting Jigg. «G. 
Pavana. St. Thomas Wake. cG. 
Galiardo. St. Thomas Wake. c. 
Pavana, G, 


Preludium, 
Galiardo. c. 
Fantazia of Foure Parts. 
Galiardo. a minor. 
DR JOHN BLOW (1648—1708). 
Ground I. £& minor, 
Ground II. c. 
Ground III. «. 
Prelude. c. 
Courante. c. 
Fugue. c. 
HENRY PURCELL (1658—1695). 
Suite I. oc. (Prelude, Almand, Suite VI. pv. (Prelude, Almand 
Courante, Minuet.) Courante.) ; 
Suite II. wud minor. (Prelude, Al- oe bone D _ (Almand, 
: ourante, I., II. 
are » Rasatand, Che Suite VIII. F. (Prelude, Almand, 
Suite III. G. (Prelude, Almand, a 
Courante.) Toccata. A. : 
Suite IV. a minor. (Prelude, Al- | Almand and Courante. 
mand, Courante, Saraband.) Courante I., II. B flat. 
Suite V. c. (Prelude, Almand, | Prelude. c. 
Courante, Saraband, Cebell | Overture. c minor, 
[Gavot], Minuet, Riggadoon, | Overture. bv. 
Intrada, March.) Almand. B flat. 


THOMAS AUGUSTINE ARNE (1710—1778) 
Sonata I. F. (Andante, Adagio, | Sonata V. B flat. (Poco Largo 
Allegro.) 
Sonata II. & minor. 
Adagio, Allegrissimo.) 
Sonata III. G. (Preludio quasi 
Improvisazione, Allegro, Minuet.) 
Sonata IV. pb minor. (Andante, 
Siciliano, Fuga, Allegro.) 


G. 


A minor. 


Preludium. c. 
Chacone I. G minor. 
Chacone II. F. 
Preludium. 

Almand I, 

Almand II. 





A minor, 


(Andante, G. (Affettuoso, Presto 
[Gigue].) 

Sonata VII. a. (Presto, Andante, 
Allegro.) 

Sonata VIII. G 


(Minuet and 
Variations. ) 





“Herr Pauer’s selection from the works of the old English composers for 
the virginals and harpsichord is a volume which will delight the heart of 
musical antiquaries. ‘The composers of whom illustrations are given are six 
in number—William Byrde (1546-1623), Dr. John Bull (1563-1628), Orlando 
Gibbons (1583-1625), Dr. John Blow (1648-1708), Henry Burcell (1658-1695), 
and Thomas Augustine Arne (1710-1778). This arrangement, it will be 
observed, is chronological, and it thus gives an opportunity of noticing the 
gradual development of instrumental composition in this country through a 
period of nearly two centuries, In the works of the earlier composers we 
find chiefly dance measures and variations, of which latter the ‘Ground in 
E minor’ (#.e., ground-bass), by Dr. Blow (p. go) is one of the most charac- 
teristic specimens. Here a simple theme of eight bars only is varied in 
twenty-eight ways, the harmony being scarcely changed throughout. The 
amount of invention and resource shown in the embellishments is remarkable, 
considering the comparatively primitive state of music when the piece was 
written. To Henry Purcell a considerable space is justly devoted. The 
selection from his works includes eight ‘ Suites’—a name, by the way, 
which does not occur an.ong the works of his predecessors. In these, as in 
many of his other compositions, we find a remarkable foreshadowing of the 
— of Handel, and it is scarcely too much to assume that the old German, 
who was never scrupulous about appropriating the ideas of others, took 
more than one valuable hint from the works of our countryman. In the case 
of Arne, on the other hand, it is easy to trace the direct influence of Handel. 
The greater part of the ‘ Eight Sonatas ; or, Lessons for the Harpsichord’ 
here reprinted might readily pass for a selection from Handel’s ‘ Suites de 
Piéces.’ It is not that passages are actually borrowed, but that the general 
character of the music shows unanistakably who was Arne’s model. The 
sonatas are very pleasing music, but of no great originality. Herr Pauer 
has done his editorial work with great care, and has added marks of expres- 
sion which would have been useless on the older instruments, on which, as 
the editor remarks in his preface, no gradations of tone were possible beyond 
a very limited extent. Ali such marks are enclosed in brackets, the original 
text thus being not interfered with. The paper, printing, and binding of an 

. elegant volume leave nothing to desire.”— The Atheneum. 


London: AUGENER & CO., Newgate Street and Foubert’s Place. 
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eis VOCAL DANCES. 
CH. GOUNOD. Come again from Fairyland. Vocal s. d. 
Waltz... ms a as ins re at 4 Q 


S. GLOVER. The Fairy Queen. Quadrille. A Musical 
Recreation for the Drawing-rooin, consisting of two 
songs, duet, and two choruses . wae os es 


No. 4100. M. LEE. May-Day. (Gavotte de Louis XV.) Ar- 
ranged for 2 Female Voices by B. Liitgen = net 
London: AUGENER.& CO., 86, Newgate Street, E.C., 

and 1, Foubert’s Place, W. 


—- MERKEL’S ORGAN SCHOOL. 





Practical Instruction for thoroughly acquiring the Art of Church 
Organ Playing. Op. 177. Translated and edited by Joun 
WHITE oe oe ss i sae sia Price, net 6 © 


London: AUGENER & CO., 86, Newgate Street, E.C., 
and 1, Foubert’s Place. " 





| gs ALLA SANTITA DI N.S. PAPA 
LEONE XIII. Posto in Musica dal Maestro Cav. Gaetano Capocci, 
sopra Versi del Prof. Benedetto Prino. (Performed in the presence of 
His Holiness, Pope Leo XIII., at the Celebration of his Sacerdotal Jubilee.) 


Vocal Score, with Italian Words, net, 6s. 


AUGENER & CO., 86, Newgate Street, E.C.,and 1, Foubert’s Place, 
London, W. 


AUGENER’'S EDITION Nos. 9801—3. 


BACH’S ORGAN WORKS. EDbpITED 
W. T. BEST. 
Vol. I. 6 Preludesand Fugues... net 


(No. 1 inc, 2 in G minor, 3 in D, 4 in E minor, 5 in F 
minor, 6 in G.) 





is S. 


No. 9801. 


No. 9802. Vol. II, 6 Preludesand Fugues .. . net 


(No. 7 in c, 8 in A minor, 9 in D minor, ro in G, 11 in 
c minor, 12 in £ flat *‘ St. Anne.”) 
Vol. III. 6 Preludes and Fugues io aes 
(No. 13 in c, 14 in Cc minor, 15 in A, 16 in B minor, 17 in 
C minor, 18 in E minor.) 
London: AUGENER & CO., 86, Newgate Street, E.C , 
and 1, Foubert’s Place. 


No. 9803. 





E SILAS. PIANOFORTE WORKS:— 


Op. 53. La Navicella. 
Op. 47, Florida, Caprice 


Notturno ... 
Valse ese ese 
Francesca Polka ron ia 

AUGENER & CO., 86, Newgate Street and 1, Foubert’s Place. 





UGENER & CO”S NEW CATALOGUES, 


SHILLING MUSIC CATALOGUE, containing 900 Volumes of 
** Augener’s Edition” which are sold at net 1/- each. 


A NEW CATALOGUE of AUGENER & CO.’'S CHEAP VOLUMES 
is now ready and may be had gratis on application. 





A UGENER’S EDUCATIONAL CATALOGUE 
of VOCAL and INSTRUMENTAL MUSIC, containing Instruc- 
tion Books, Exercises, Studies, and Elementary Works, designed for 
teaching purposes. Gratis on application. 
AUGENER & CO., 86, Newgate Street, E.C., and 1, Foubert’s Placé, 
London, W. 
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THE TECHNICON. 


Strongly recommended for use in Schools, as it effects a great 
saving in the Var and Tear of Pianos. 


PRON OUNCED by Eminent Musicians of Europe 


and America to be the best Invention ever produced for Piano 
Players. Pianists have long felt the want of a quicker and less monotonous 
method of developin the hand for the necessities of piano-playing than by 
the Piano alone. Tae TxcHNICON” has proved capable of saving a con- 
siderable amount of time in acquiring strength and independence of mus- 
cular action, as well as the development of every fundamental quality of 
touch. It will also be found invaluable in saving the wear and tear of the 
pianoforte in practice, and as it is absolutely noiseless in operation, the 

advantage gained by its use will not be overlooked. 

It has received the approval of medical men as being founded on scien- 
tific principles, and reducing the physiological side of pianoforte playing to 
a systematic and intelligible basis, 

This Invention was highly commended by the late Abbé Liszt. 

Price £5. 10% Discount for Cash. 

“THE TECHNICON” may also be hired at 8s. per month, and purchased 
by 12 monthly payments of 8s. each, or 6 monthly payments of 15s. each. 

In all cases of hire or hire- -purchase a preliminary deposit of £2 is 
required. 

Carriage to be paid by the hirer. 


So.e Acents: AUGENER & CO., 86, Newgate Street, London. 


LASS SINGING SCHOOL. Compiled by 
H. HEALE :— s 





No. 
6793 Complete .. ‘ i oe é“ ae <i 
Or in Single Books : 
6793@ Book EE. with Songs by Reinecke, Kucken, Weber, Concone, 
&c. Contents :—The Stave, Clefs, &c, ‘The Natural Scale. 
The Notes. Time. Exerciseson Time :—Simple Duple Time ; 
Simple Triple Time ; Simple Quadruple Time ; Compound 
— Time ; Compound ‘Triple Time ; Compound Quadruple 
Time ; Syncopation : Triplets - 
67936 Book i. Major Scales :—Exercises, Solfe gi, and Songs, by 
Abt, Gurlitt, Reinecke, &c., in all Major Keys, 1 part 
6793¢ Book II. Minor Scales :- -Exercises, Solfeggi, and Songs, 
by, Beethoven, Concone, Mendelssohn, Schubert, &c., in all 
Minor Keys, 1 part. 
6793¢ Book IV. Intervals, Chromatic Scale :—Exercises, Solfeggi, 
and Songs, by Kucken, Reissiger, &c., in 2 parts. Exercises, 
_Solfeggi, Rounds, and Songs, by Abt, Hayes, Heale, Rossini, 
Weber, &c., in 3 parts. Rounds and Songs, by Purcell, 
Gounod, Heale, é.* ingparts .. <a a pe 
Preface. —The object of this work is to supply for the use of Sing- 
ing Classes in Schools a text book, containing all that is necessary to 
impart a thorough knowledge of sight-reading and part-singing, and 
suitable for the most elementary as for the most advanced classes, 
thus obviating the necessity of obtaining Exercise books and Song 
books separately. This has been done as concisely as possible, ai- 
though the nature of the work renders it impossible that it should take 
avery small form. It has therefore been found advisable to divide it 
into 4 books, to be used consecutively, one segiecng the other as the 
class becomes more advanced. ‘The rst book includes rudimentary 
instruction (staves, clefs, notes, natural scale, &c.), with exercises and 
songs fainiliarising the pupils with all time signatures, The 2nd book 
treats of the Major Scale, and contains songs and exercises in all 
Major Keys. The 3rd book treats of the Minor Scale, and contains 
songs and_exercises in all Minor Keys. The pupils are thus made 
acquainted with a@// Key-signatures, which I hold to be an important 
int. A thorough rudimentary Knowing ye having been thus 
acquired, the 4th book contains exercises, sol 
ractice of music in 2, 3, Or 4 parts. Several canons and rounds have 
Seen introduced, -as this: is the simplest form of part-singing. The 
-music for each voice being identically the same, the whole class 
practises the round as a song for one voice, before using the parts 
in combination, 


London: AUGENER & CO., Newgate Street and Foubert’s Place. 


eggi, and songs, for the 


KIRCHNER. Favourite Pieces. 
: PIANOFORTE SOLOS, 


. 181. Jagdstiick .. 
Schlummerlied ‘(Slumber Song g). 
Souvenir des Alpes ... pom 
Die Rosenzeit. Valse briliante “e 
Nixenlied _... ‘ 
Bihmische National T inze 
Schneewittchen (Snow-white) 
Meditation. Nocturne 


‘ i 


Spinnlied (Spinning Song) 

Poetme d'Amour... 

Suite de Danses dans le style facile ie (Complete) 
N 


Menuet... 
Valse 
Polka ... 
Mazurka 
Galop ... 
Sérénade Espagnole 
Campanella 


PIANOFORTE DUETS (i 4 mains). 


Valses styriennes (Liindler). (6936a-c)... 
Danses nationales Bohémes. (6938) _.. 

Vive la Jeunesse. Galop brillant. (6939) 
Danses Hongroises (Hungarian Dances). (6937) 


VIOLIN AND PIANOFORTE. 
184@ Schlummerlied (Slumber Song) 
London: AUGENER & CO., Newgate Street, and Foubert’s Place. 
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E. DEL VALLE DE PAZ. (Euvres pour Piano. 


Edition 
A ugener 


No. 
8117 Arabeskes. 4 Pieces pour Piano. Op. 8. 

8118 Esquisses. 8 Piéces pour Piano. Op. 11. b 

6114@ Fleurs et Chansons. Petit es piéces pot tiques. Cah. 5. Op. 23 
6113 Nouvelles Valses Mignonnes. Op. 30 on one eco eee 
6115 Improvisations, Op. 32 oe we eee eve 
61144 Fleurs et Chansons. Petites piéces pot siauen. Cah. II. Op. 39 
6112 Canzonette amorose all’Italiana. Op. 44 ... “e pom ‘ee 
6116 Serenatelle alla popolare. — 66 
6117 Albumblitter. Op. 68 . ee 
6118 Idylles. 4 Pisces caracté rist! ques. 


tt tt Otte * 


Op. 69 «.. ove 


MorcEaux DE SALON. 6 CAHIERS :— 


Op. 27. Mazurka, Nocturne, 
Humoreske 

Op. 28. Serenade, Guveme, 
Impromptu ... ooo 

Op. 29. Prelude, Menuet, Marche, ae és Ballet, Rigaudon, 
Tarantelle 

Op. 35. Mélodie, Novelletta, Bocuse, Aquuclle, Landler, 
Bourrée , 

Op. 36. Alla Turca, Page d’ Album, Lied, Jatermesso, Riverie, 
Polonaise ‘ ese ooo 

Op. 37. Siciliana, Biuet:e, Madrigal, Sarabande, Duettino, 
Rondo'etto ... a oe “ee ose oe « “ B- 


AUGENER & CO., 86, Newgate Street, E.C., and 1, Foubert’s 
Place (opposite Conduit Street), W. 


81194 Valse, Parcarolle, Romance, 


81198 ' Communeana, Sehene, Etude, 
8119¢ 
S119 
8r11G¢ 


811g 





London : 
NM USIC ‘TEACHERS OF ALL KINDS using 
the Old or New Noation in Private or Public Schools, In- 
stitutions, Choral Societies, Church Choirs, Temperance Choirs, &c., who 
have not received J. Curwen & Sons’ Annual Circular, with offer of sample 
copies of new music at nominal prices, are invited to apply forit. Please 
give particulars of appointment held, and mention this paper.—J. Curwen 
& Sons, 8 & 9, Warwick Lane, London, E.C 


“Mes 


0.8.5, 


ASS OF ST. JOHN. THE BAPTIST.” 


For Four Voices. Price 1s. 6d. net. By Rev. J. E. Turner, 
For copies apply to above, St. David’s Puary. Swansea, 


IN SUTI’S SONGS OF THE F LOWERS. 
Twelve ‘Two-Part Songs for Treble'Voices. Words by Edward 
Oxenford. Illustrated with portrait of Composer. Price, Old "Snedon, 
1s. net; Sol-Fa, 4d.—Metuven Simpson & Co., Dundee ; Patay WiLLis, 





London. 





214 


THE MONTHLY MUSICAL RECORD, __ [september 1, 1888, 





Cena A Collection of Organ Pieces in 


di 
en 
3702 
8703 
8704 
8705 
8706 
8707 
8708 


8709 
8710 


8711 


3712 


3713 
8714 
8715 
8716 
8717 
8718 
8719 
8720 
8721 
8722 


8723 
8724 


8725 
8726 
8727 
8728 
8729 
8730 


3751 
8732 
8733 


3734 


8735, 
8736 
5837 


5838 


533) 


iverse styles, Edited by W. T. BEST :— 


Boox I._Fantasia-Sonata in a flat major. Op. 65. By 
Josef Rheinberger .. 

Book II. Raff, Introduction and Fugue; Boély, Andante 
in G minor ; Hesse, Prelude and Fugue wae 

Book ITI. Sonata in c minor. Op. 27. By Josef 
Rheinberger __... ove 

Book IV. N. W. Gade. Three ‘Organ Pieces. Op. 22. 

Book V. W.T. Best, Fantasia and Fugue i in E minor a 

Book VI. G. Merkel, Op. 35, Adagio in E major; E. 
Perelli, Marcia religions and Polibio regen Alle- 
gretto villereccio, Op. 25 

Book VII. Boély, alt Tépfer, F ugue in 
B flat—Fugue in b 


net. 
4s 
ox 
I 


I 
I 
1 


° 
Book ViLI. Hesse, Toccata; Chauvet, Marche religieuse 


Book IX. W. T. Best, Scherzo nee 

Book X._ F. Benoist, ‘Andante (Priere) in k flat t major ; 
J. L. Krebs, Double Fugue in F minor; W. ‘I’. Best, 
Adagio in F sharp ving - ne, Trio in 
E flat major... 

Book XI. Samuel Wesley, , Fugue i in G major; Th. 
Dubois, Andante in B tt major; Lefébure-Weé'y, 
Andante (Priére) in p flat major .. 

Book X1I. Albrechtsberger, Fugue in E flat major ; ai 
G, Topfer, Fugue in & minor ; A. P. F. Boély, Scherzo 
in B major, Advent Hymn in F m:jor, Christmas Carol 
in G major 

Book XU. Adolf Hesse, "Prelude and- Fugue in b 
minor ; F. Benoist, Marche rcligieuse ; Lefébure Wéiy, 
Andantino sce 

Book XIV. E. T. Chipp, Four Organ Pieces :—1. “O 
Sanctissima,” with Variations and Finale; 2. Andante 
con moto; 3. Intermezzo; 4. Fugue in a pn 

Book XV. W. TI. Best, Twelve short Preludes on Old 
English Psalm Tunes .. 

Book XVI. Meditation, Toccata, and Paques fleuries, 
by Alphonse Mailly_ ... 

Book XVII. Fantasia,, ‘Andantino (Priére), by Ambroise 
Thomas ; Offeitoire, by Chauvet ... 

Book XVIII. Fugue, Eberlin ; Funera! Prelude, Chauvet; 
Offertoire, Ambroise Thomas ; two Fugues, Topf-r ... 

Book XIX. Fugue in c major, by Sumuel Wesley ; and 
Pastorale by W. ‘I’. Best... 

Book XX._ Fantasia in A major, by cS. Heap ; and 
Andante in D flat major, by Franz Lachner ey 

Book XXI._ Prélude funébre, Marche so'ennelle, and 
Cantiléne, by Alphonse Mailly __... 

Book XXII. Fantasia in c minor, Op. 2s, by Hermann 


Berens _.. 

Boox XXIII. Offertoire, by. Ambroise Thomas ; “Adagio, 
by Collin; Fugue in F minor, by Rheinberger ; and 
Alla Ma:cia, by V. A. Petrali 

Book XXIV. Andante (Elévation), by A, D. “Mébul ; 
Prélude, c major, by A. P. F. Buély; Adagio, G major, 
by C. G. Hopner; Fantasia, c minor, by A. Hesse... 

Book XXV. Offertoire in B flat, by A, Chauvet ; 
Fantasia in a flat, by Moritz Brosig 

Book XXVI. Fantasia Concertante, by V. A. “Petrali ; ; 
Offertorio, by V. A. Petrali...  .. 

Book XXVII. Andante (Posthumous Work), ‘by Hi. 
Smart; Fugue in c minor, by J. L. Krebs 

Book XXVIII. /ndante, with V; riations, by W. T. Best ; 3 
Prelude and Fugue, by C. G. Hépner_... 

Book XXIX. S$ — in D minor. (Dedicated to Fraulein 
Hesse.) By W. T. Best __... 

Book XXX. ae trionfale (Triumphal Hymn), by 
Errico Bossi; Concert Fantasia, ieee by A, Freyer; 
Andante cantab'le, by W. Rea... 

Book XXXI. Prelude and Fugue, a major, by ‘Samuel 
wre Marche religieuse and Andante (Communion), 

4 nt ; Fugue in £, by Albreshtsberger 

md XXXII. Dirge. by A. Thomas ; two Fugues, by 
Boély: Prelude, by picnaasciialy Andantes, by Lefé- 
bure-Wély ses 

Book XXXII. “Sonata in D, “by Polibio Fumagalli a 

Book XXXIV._ Fugue, by J L. Krebs ; Prelude on » 
Chorale “Sei Lob und Ehr dem hichsten Gut,” by J. C 
Tépfer ; Andante, by C. V. Alkan ; Andante cantabile 
(Communion) a and Marche tromyhale, ty Renaud de 

i 

Book XXXV. Elégie, by Lefédure- Wély ; : Fantasia and 
Fugue, c een by Joh. Schneider 

Book XKXV Capriccio alla Sonata, by Fumagalli ; . 
and Variations on an bce Theme, A flat major, by 


A. Hes 

Book XXXVIL 'F ugue (Art of Fugue), by Bach; ’ Varia: 
tions on an Original Theme. A major, by Ad. Hesse ; : 
Christmas Past -rale, by W. T, Best 

Book XXXVIII. Fugue, c major, by ‘4. L. Krets; : 
Andante religioso, by Francesco Sen alli; Prelude and 
Fugue, c a by Samuel Wesley 

Book XXXIX. Concert Fantasia on Old English Airs, 
by W. T. Best ; Fugue in G major, by Samue f Wesley.” 


o1 


or. 


AUGENER & CO., Newgate Street and Foubert’s Place, London 
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CY geen onagent FAVORIS pour VIOLON et 


PIANO. Revus et arrangés par FR. HERMANN :— 


. MOSZKOWSKI. Meélodie 
F. DAVID. Scherzo 4 
. R. SCHUMANN. Abendlied .. 
M. HAUSER. Le Désir 
. FRANZ SCHUBERT. Moment Musical . 
. LOEW. Albumblatt .. - is 
{ENRI REBER. Berceuse om 
. A. JENSEN. Liindler ... 
. RIES. Romance .. 
. R. WAGNER, ‘Albumblate 
. M. HAUSER. Le Réve 
. F. DAVID. a .. 
. N. W. GADE. Elegie .. 
. C.GURLITT. Idylle 
. TH. KIRCHNER. Feuiillet a’ ‘A'bum. 
. F. LISZT. Consolation .. és 
. W. TAUBERT. Serenade ie 
. C. RE1INECKE. Abendgebet... 
. JOSEF GUNGL._ Oderlandler 
z. J. RHEINBERGER. arene 
‘ RAFF. Cavatina 
SPOHR. Romance .. 
. x. SCHARWEN KA. Dans: Polonaise 
. A. RUBINSTEIN. Romance a 
. RAFF. Medtaton .., 
. SCHUMANN. Schlummerlied 
: P. TSCHAIKOWSKY. Chant sans Paroles 
. FR. SCHUBERT. Bullet de Rosamonde ... 
. A, HENSELT. Chant d’Amour “i 
. L. SPOHR. Barcarole ... re 
. J. L. NICODE. _Barcarole 
. N. W. GADE. Spring-flower ... 
. X. SCHARWENKA. Phantasiestiick 
. F. CHOPIN. Mazarka.. 
. A. HENSELT. La Fontaine . a 
. F. DAVID. Etude pa 
. A. RUBINSTEIN. Romance. \E flaty 
. R. VOLKMANN. Hungarian Sketch 
. L. SPOHR. Alla Tecesca ave 
. C. REINECKE. ‘Tears (‘Thranen) 
. A. RUBINSTEIN. Meélodie ... 
. BECKER. Romance... 
{AYDN. Ox Minuet 
. F. RENARD. Berceuse 
. TSCHAIKOWSKY. Andante Cantabile 
. VOLKMANN. The hnights .. 
. H. SCHOLTZ. 3 Albumblatter 
. E. DUNKLER. Mo ceaux de nena 
. HILLER. Zur Guitarre Sse 
. LASSEN. Liederstrauss 
. C. REINECKE. Chant d'Amour 
. FR. SCHUBERT. Menuet favori 
. M. HAUSER. Chanson de Berceau .. 
. M. HAUSER. Barcarolle 
. M. HAUSER. Die Blume (Preghiera) 
. M. HAUSER. Dorflied... 
A per Landler ‘i 
EN rer -S*1enade (Stiindchen) . 
‘ OLKMANN. Inthe Mill S 
‘ R VOLKMANN. ‘The Postillion 
. R. VOLKMANN. The Russians are comi. 1g 
. R. VOLKMANN. On the Lake 
“RI VOLKMANN. The Cuckoo ard the Wanderer 
. R. VOLKMANN. The Snepherd _... 
. WAGNER. Rienzi’s Prayer ... : 
. WIENIAWSKI. Chanson Polonaise: ‘ 
- RUBINSTEIN. Russian Songs ss 
. WAGNER. Spinning Song (Fiying Dutchman) 
. F. DAVID. Gondellied.. 
. E. BATISTE. Voix céleste 
. Me HAUSER. Ungarisch 
. GOUNOD. Serenade ... 
. WAGNER. Marche de ‘Tannhiuser .. 


AUGENER & CO., 86, ee Sirest, E. Cc. ann te Sites 
ace, W., London. 


M® ESSRS. AUGENER invite Subscriptions for 

e New Edition of the Fuli a Scores of RICHARD 
WAGNER'S “LOHENGRIN” and “TRISTAN UND ISOLDE,” 
now being published by Messrs. Breitkopf and Hirtel, Each work will be 
issued - 12 Parts at 1cs. cach. Parts I.—XI. now ready. Subscriptions 
receive 


AUGENER & CO., 86, Newgate St., E.C., and 1, Foubert’s Place, W. 


EW and COMPLETE EDITION of the World- 


famed WALTZES by JOHANN STRAUSS. (Edited aA * 
son, Johann Strauss.) & 
150 — = ak te each, net 1 " 
Part: VII. now ready. Subscriptions received. 
AUGENER 2 CO, 86, Newgate Street, E.C., and 1, Foubert’s Place 
(opposite Conduit Street), W. 
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A” ESV ARTAN MUST C. 
SECOND-HAND VOLUMES. 


Sold by AUGENER & CO., 86, Newgate St., London, E.C. 
Some of them oniy slightly damaged. 
Sold for cash only. The Prices marked are net, No discount. 
N.B.—List of all left from former lots may be had gratis, 
* See also August Recor, Page 190. 


FULL SCORES, Net Cush. 


‘Lor 464. BACH. Matthaus Passion (Peters) ... ai dis i é a“ 
DANCES FOR ORCHESTRA IN COMPLETS PARTS. 
455. FAUST, Op, 221 Um Herz und Hand. Waltz 
EDUARD STRAUSS :— 
466 Op. 68. Akademische Birger Waltz 
467 Op. 87. Myrthen-Strvusschen. Waliz 
463 Op. 97. Interpretation:n. Wa!tz 
JOHANN STRAUSS :— 
469 Op. 117. Annen-Polka 
470 Op. 166. Handel’s Elite-Quadr, lle 
47t Op. 192. Wien, mein Sinn. Waltz ... 
472 Op. 232. Lebenswecker. Waltz 
473 Op. 23s. Immer hei.e er. Wa'tz 
474 Op. 249. Maskenzug Polka 
475 Op. 25>. Wahlstimmen. Waltz 
476 Op. 252. Dividenden. Waltz ... 
477 Op. 267. Concurrenzen. Waltz 
478 Op 327. Wiener Boubons, Waltz 
479 Op. 375. O schiner Mai (from ‘ Prince Methus. lem’ ), 
Waltz = 
JOSEPH STRAUSS : ~ 
4°0 Op. 26. Die guten alten Zeiten. 
481 Op. 226. Krénungslieder. Walz 
482 Op. 232. Herbstrosen Waltz ... 
483 Op. 277. Frauenwii de, Waltz oo 


wbN N 


NNN WwW & N 


Waitz 


CHAMBER MUSIC. 


BENNETT, ST. Sextet, Op. 8. 

SPOHR. Hamburgh Sonata. 

‘TERSCHAK, A. Op 16s. 
Suite for Piano and Fiute 


PIANOFORTE DUETS. 
Most of th mare Peters’ F dition. 

AUBER. Le Magon. Opera 
— La Muette, (Masaniello.) Opera 
BEETHOVEN. I.and II. Piano Concerto arra ged as 

Duet ove eos vee por 
490. —— IIL. and IV, Piano Concerto anrenged as Duet 
4)'a-/ —— 17 String Quartets arr. as Duets, in 6 Vols. Each ... - 
492a-d,—— Violin Sonatas arr. as Luets, each Vol. conta ning 2 

or 3. Each Vo’, ... an 

Opera ... 
494 —— Fidelio, Opera ... oe 
495» BELLINI. Norms. Opera .., 
496. BOIELDIEU Dame Blanche. 
497 DONIZETTIL. Lucia. Opera ooo 
498 ENKE,H. 6 Piéces Mélodieuses. (E sy) ; 
MOZART. Piano Concertos arranged as Duets :— 
Vol. I. B major and D minor ... “ 
Vol. II. Ee flat major and a major ... 
Vol, III. & minor and p major sd 
Pian » Quartets and ans arranged as Duets ne 
Figaro. Opera ... = sae 
Flauto Magico. Opera... 
sos. ROSSINI. Barber of Seville. . <6 
506. SCHUBERT. Sonatinas, etc. (Op. 137, 70, 162). 
5¢7a@6, —— Piano Sonatasarranged as Duets. 2 Vols. 
508. SPOHR. Jessonda. Opera .., ie 
5299. WITLE, Op. 2. Drei Tonstiic‘e ... . 


PIANO SOLOS. 
CHERUBINI. 8 Ouvertures(Peters) ... 
CRAMER. Piano‘orte Studies er B 

Vol., with Portrait... eos eve 
HAYDN. Complete Piano Works in oae Vol. Ore, 

English Fingering, with Biography ‘a 
MOZART. Titus. Opera (Pe ers) 


Parts 
P.a d Flate 
Pelerinage en Italie. 


» 484. 
» 435. 


486. Petite 


. 487. 
483. 
489. 


4°3- 


Opera 


499 
526 
501. 
502. 
503. 
5¢4. 


Each 


sund in one 
ree 
3 6 
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Antiquarian Music.—Piano Solos (Continued). 


Lor PLAIDY. Stulies. English... 
SALON ALBUM (Peters). Vol. XI. 
— Vol. XV. (Spindler, Bendel) 
TSCHAIKOWSKY ALBUM 
WEBER. Overtures (Peters) 


514. 
515- 
516. 
517- 
518, 


(Easy) 


DUETS FOR PIANO AND HARMONIUM. 


HAL*-HOURS WITH GOUNOD a 
SACRED HALF-HOURS WITH GOUNOD .. 


VOCAL MUSIC. 


521a4, ALBUM OF AIRS for Bass (Peters). 
Vol. Il. (20). Each 
2. CECILIA. 12 Sacred Songs for Mezzo- Soprano. ‘English 
and Italian Wor-s ... 
FRANZ, R. 27 Favourit: Songs. E. & G. da 
ab, GUMBERT ALBUM of 20 ee G 
and Low). Each ... ove on 


VOCAL SCORES. 


. CHERUBINI. Abenceragen (Peters). G. ... 
— Anacreon (Peters), G. ... 
— Lodoiska (Peters) G. ... 

. —  Wassertriiger (Peters). G. ro 
FLOTOW. Martha (Peters). G, 
HAYDN. Mass in B major (Peters) .. re “ 
SCHUMANN. Requiem, English and Latin on 
VERDI, Trovatore (Peters). G. & /. 
WEBER. Abu Hassan (Peters). G. 


BOOKS ON MUSIC. 


LOBE, I. C. Catechism of Music. Bound - wa 
PRINCIPLES AND PRACTICE of Just Intonation, 
t1g Pages ‘ 
REISSMANN, AUG. 
Musical Examples ... Pre aa ‘a as ine 
RIEMANN, DR. HUGO. Musik Lexicon, German. 
Nicely bound “ 6 
WEITZMANN. Geschichte és Clavierapicls ‘und der 
Clavierliteratur. German, with Musical Examples of 
Old Mas:ers ... oo os mn ie a ree 
WIECK, FR. Clavier und Gesang. Didactisches und 
Polemisches. German... “a ‘a “ ae ae 


Vol. I. (35), 


(High 


“Das deutsche Lied. With - 33 


539+ 


Complete List of Second-hand Music, &c , to be had gratis on application 
at AUGENER & CO’S., 86, Newgate Street, E.C. 


* Through a printer's error, some of the prices in last month's 
list were printed incorrectly, and shouls read thus :— 


CHERUBINI. Mass No. I. 
435-5 —— Mass No. If. pminor ... 
436. —— oo a 6 
437. —— Credoa capella 
438. —— Requiem inc minor 
439. GLUCK. Iphigenic in Aulis. 
442. HANDEL. Israel in Egypten. 
441. —— Josua. G.... 

442. HAYUN. Seasons (Jahreassiean). 
443. LISZT. Graner Mass. Vocal Score. 
444. MOZART. Missa I. in F 

. 443. —— Missa Il. ing 
446. —— Vesperinc 
447. SCHUBERT. Mixea VI. in A A flat . 


AUGENER & CO., 86, seta Street, London. 


434- F major 


C., F. 
Gen 


ee oe! 


E. G. 
Latin 








IX CHARACTERISTIC PIECES for PIANC- 
FORTE DUET iis H. HEALE. 

Minuet ... eee - 

2. Gavotte ss 

3. Waltz 

4. Scherzo .., 

5+ 

6. 


No. 1. 
March 


Polonaise ee 


London: AUGENER & CO., 86, ae Street, E.C. and 


I Foubert’ s Place 
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OVELTIES 
Published before Publiées avant 
September ist, 1888, by le rer Septembre, 1888, chez 


AUGENER & CO., 86, Newgate Street, E.C., and 
Foubert’s Place, W. (opposite Conduit Street), London. 


N.B,—Not connected with any other West End address. 


OUVEAUTES 


PIANOFORTE SOLOS (a 2 mains). 
ACTON, J. Longings 
BEETHOVEN, L. VAN. 
E, Pauer 
CIPOLLONE, ALFONSO. ‘hae Club. 
brillant. (Op. 151) ... 
CLARK, SCOTSON. Sacred Melodies arranged i in 
an Easy Style :— 
No. 11. Mozart. Gloria in Excelsis Deo ... 
12. Popular Chants and Hymn Tunes 
DEL VALLE DE P/ - E. <r. 4 Piéces carac- 
téristiques. (Op. 69)... < net 
ETUDES DE CONCERT, revues et estan par 
E. Pauer :— 
Nicopk, J. L.. Alla Tarantella 
Staccato Study 
Elfin Dance... 
THALBERG. ‘‘ Nel silenzio” (L Art du chant) 


GAUTIER, L. Roxiane. Country Dance ... 


8154 HANDEL, G. F. Traditions classiques. 
arrangés ct revus par E. Pauer 


61837 waren J. Symphony No. 6 in B flat major. 
by Max Pauer... 


KIRCHNER, F, Quaunin. 
8214 LAUBACH, A. Six Etudes 
PAUER, MAX. Walzer. 


Edition 
Number. 


8035 Bagatelles, Edited by 
net 


mane 


net 


12 Morceaux 
net 
Arr, 
net 


“(Op. 252) 


net 
(Op. 4) 


PIANOFORTE DUETS (a 4 mains). 
ALBUM CLASSIQUE pour Piano 4 quatre mains. 
Revu par Max Pauer. Oblong quarto :— 
8503f Vol. VI. W. F. Bach, Prelude and Fugue; Beet- 
hoven, Entr’acte (Egmont) ; Schumann, Andante 
(Op. 47); Handel, March etnainiaaia Mozart, 
Larghetto ; net 
GURLITT, CORNELIUS, Bunte Bhitter (Leaves 
of varied hues), Kleine Tonstiicke. (Op. 163):— 


No. 5. Menuetto 
6. Idylle ... 


ORGAN. 
CAPOCCI, FILIPPO. Select Works :— 
No. 1. Offertorio : 
2. Solo di Flauto 
3. Meditazione ... 


VIOLIN AND PIANOFORTE. 


GURLITT, CORNELIUS. Snowflakes (Schnee- 
flocken) Short Pieces. (Op. 164) :— 
No. 5. Elegie ... 
é. Canzonetta 


LAUBACH, A. 3 Pieces (the violin wen in ie first 
position) :— 
No. 1. Menuetto 
2. Nocturne 


INSTRUMENTAL. 


76008 COURVOISIER, C. Méthode de Violon (Violin 
School), Part II. Les tons mineurs.dans la tre 
position, les agréments et les exercices spéciaux 
pour l'archet, (The minor keys in the first 
position, the ornaments and special bowing 


exercises) net 5 — 


_} 198. 





Novelties.—Continued— 


VOCAL MUSIC. 


4060 ACTON, J. The Summer's Call. Two-Part Song 
for Female _—_ with Pianoforte Accompani- 
ment .., ss ‘ net 


HEALE, H. 12 Two-Part Sem for Female Voices, 
with Pianoforte Accompaniment :— 
Busy, Curious, Thirsty Fly ee 
Under the Greenwood Tree _,,, 
MOFFAT, ALFRED. Thy Dreamy Eyes. Song, 
with Violin or Violoncello and Pianoforte Accom- 
paniment 


SCHLESINGER, SEBASTIAN B. _ThejSky-lak 
Song... 


4348 SCHUBERT, F. "God | in : owe. henna for 4 
Female Voices, with Pianoforte Accompaniment, 
by H. Heale ae net 


STROLLERS’ SOCIETY (Dublin). ot 
Quartets for Male Voices :— 
The Sleeping Lake (R. Schumann) 
The Sunburst (R. Schumann) ... ee 


AUGENER & Co., London: 

City Chief Office: 86, Newgate Street, E.C. 
West End Branch: 1, Foubert’s Place, W. (opposite 
Conduit Street). 

Not Connected with any other West End Address. 


All Communications should be addressed as above. Cheques 
and Post Office Orders to be crossed ‘* Central Bank of London.’ 


Telegraphic Address-AUGENER LONDON. 


 Gageremncle'y -THREE STUDIES by J. B. CRAMER. 


Arranged for Violin Solo in systematic order, with instructive 
comments (in English, German, Italian, and French), by L. ABEL. 
Price 3s. net. 

London: AUGENER & CO., 86, Newgate Street, E.C., and 1, Foubert’s 
Place (opposite Conduit Street), W. 


40072 
40075 


net 
net 


Series 


net 
net 


4865 
4866 








“THE MONTHLY MUSICAL RECORD.” 
SUBSCRIPTIONS PER ANNUM (Free by wwe: — 


Postal Union (Europe and America) 2 % 
Australia and Foreign Colonies 3 0 


The Number of the “Monthly Musical Record” 
is 6,000 per month. This can be verified at CASSELL 
& COMPANY’ s, the Printers, Belle Sauvage Yard, Ludgate Hill. 


The Scale of Charges for Advertisements in reference to musical matters 
is as follows :-— 
Per Pace .. o ae oe ee « £50 
8 IN. BY 3 ee ee oe oo ee 2 16 
4IN. BY3 oe ee oe oe ee oo I 10 
2IN. BY3 « ee ee ee ee oe ° 16 


aoe 


v es a ee ee os - 09 
Smaller Advertisements.at the rate of 1s. per line. 
Advertisements referring to musical matters are accepted only as far as 
there is room, or ifthe character of the advertisement admits.of its publica- 
tion in the = Mouruty Musicat Recor.” 
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